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Abstract 
David Bowie is one of the most important musicians in the late 20th century. His music 
has been influential in shaping the identity of young people for decades. This project 
focuses on the period of time from the late 1960s to the early 1960s, in which he was 
creating a name for himself. In this project we analyze two of his albums, Hunky Dory 
(1971) and The Rise and Fall of Ziggy Stardust and the Spiders from Mars (1972), in 
relation to the social changes taking place in Britain at the time. Young people were 
becoming ever more affluent and educated during this period of time, and they were no 
longer content to conform to the traditional patterns of behavior set forth by their 
parents. They were increasingly willing to fight for causes that mattered to them 
personally. This included the right to more education, and the fight for civil rights for 
minorities. The social changes, and David Bowie’s own life are described in a separate 
chapter in this project. We investigate the relationship between David Bowie’s music 
and the changes that society underwent, through the lenses of two theories, namely 
queer theory and social identity theory. Queer theory seeks to undermine the 
traditional narrative of society as being constructed of binary oppositions, such as 
homo/heterosexual, black and white and young and old. These oppositions are 
explored, and it is investigated which experiences do not fit into the traditional 
narrative. Whereas queer theory is used here to understand the motivations of 
individuals, social identity theory is used to understand the group dynamics of society 
at the time. In our analyses of six songs from the two albums, we found that themes of 
social change, of the conflict between the old and the young generation, and the need to 
embrace minorities, and especially the queer element of society, were significant. In our 
discussion we related our findings to the historical background, and were able to better 
understand the changes through Bowie’s music. This project concluded that society was 
undergoing rapid change during the 1960s and 1970s, and that David Bowie comments 
on and encourages these changes in his music. 
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Chapter 1 
Introduction 
It is undoubtedly not an overstatement to say that David Bowie (born David 
Robert Jones, 1947) was one of the most influential musicians in the second half of the 
20th century. Throughout his career, Bowie has gone through constant changes, never 
lingering at one particular sound or way of expression – always staying somewhat 
progressive and innovative. For decades, he has created music that people have danced 
and pondered to – and music that some have ultimately been changed by. This project 
will undertake the study of a small selection of songs from the early 1970s, from David 
Bowie’s albums Hunky Dory (1971) and The Rise and Fall of Ziggy Stardust and the 
Spiders from Mars (1972). 
  
All individuals, at least to some extent, are a product of their time. In 1960 Bowie 
had just entered his teenage years, and thus an understanding of the history of Britain in 
the 1960s is important in order to grasp the social and cultural context of Bowie and his 
work.  The 1960s and early 1970s tell us something about the milieu, in which Bowie 
navigated and unfolded his musical and artistic career. Moreover, this period of time 
present us with some further details regarding the audience and people, who were the 
recipients of Bowie’s songs. For this reason, we will present a short introduction to the 
currents of the 1960s and early 1970s, and what the main social and cultural 
characteristics of this time were. Many events happened during the 1960s and 1970s, 
and many other changes took place, especially in Western societies. In the United States, 
people had marched on the streets for equal rights for Afro-Americans, for women and 
even for sexual liberty, and everywhere in the Western world women were entering the 
workforce, creating new identities for themselves. Bowie himself was, as already 
touched upon, a progressive musician – if anyone was inspired by changes, as well as 
being a catalyst for it, it was Bowie. 
 
From the considerations we made above, it is easy to understand that our 
problem formulation will encompass some aspects of the society of the 1960s and 
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1970s, on one hand, and a broader understanding of David Bowie’s songs on the other 
hand. In order to find a satisfactory answer for our problem formulation, we will 
examine a carefully selected set of David Bowie's songs. We approach the analysis from 
the perspective of two theories. The first is queer theory, within which this project 
focuses on the work of Judith Butler. The second theory we draw upon, is social identity 
theory (SIT) as outlined by Michael A. Hogg et.al.. However, this theory will be utilized 
to a lesser extent compared to queer theory, because we believe that the songs chosen 
lend themselves more naturally to being analyzed from the perspective of this theory. 
The purpose of the theoretical approach is an attempt to discover how Bowie’s songs 
described, and perhaps also encouraged, the change in society, in the ruling norms, and 
in the heteronormative narrative. 
In this way, the study of the songs from Hunky Dory and The Rise and Fall of Ziggy 
Stardust and the Spiders from Mars will be analyzed in depth, and we will apply the 
queer theory and SIT approaches to the content of the songs - and with consideration of 
the historical context of the albums. The above has led us to the following problem 
formulation. 
 
1.1 Problem formulation  
How do the lyrics of David Bowie illustrate, and perhaps encourage, changes in 
the norms and the heteronormative narrative of the 1960s and early 1970s’ Britain? 
 
1.2 Method 
Our method for this project relies on the conjunction between queer and social 
identity theory, and the lyrics of selected David Bowie songs. This approach rests on the 
hypothesis that we will be able to find elements and themes in Bowie’s songs that 
exemplify or illustrate the changes young people were going through in 1960s and 
1970s Britain. 
Our analysis of Bowie’s music will rely on our immediate interpretation and 
understanding of his lyrics, developed into a deeper analysis through different toolsets. 
We will be looking for elements such as metaphors, symbols and irony. In essence, any 
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lyrical or textual components that can be seen as underlining or illustrating points or 
themes. In some lyrical pieces it may be less relevant to look at the signifiers mentioned 
above, and perhaps more prudent to simply look at the words themselves, what they 
express and what sorts of themes they may construe. An abundance of adjectives, for 
instance, would make for a very descriptive text, while a lack of such would leave a 
more bare and minimalistic text. Symbolic opposites will be of some interest, as they 
oftentimes serve to illustrate tension or conflict within a text. With this, hopefully, 
heightened understanding, we move closer to an interpretation that, while not 
objective, is more than immediate, and thoroughly judicious. The deeper we delve into a 
text, the more heightened our understanding of it, and as such the better and sounder 
our final conclusions, providing our discussion with a stronger foundation.  
To establish an understanding of the kind of young people we are dealing with, 
we will include a section examining the youth culture of the late 1960s and early 1970s. 
This section should serve as the description of the subjects whose identity we wish to 
analyze, and as such, the basis for our subsequent analysis.  
Queer theory will be used as a means of generating a better understanding of the 
notion of fluid identity, which David Bowie impersonates to some extent. Queer theory 
advocates the deconstruction of gender and identity, and establishes these as 
performance based, instead of inherent within the self. Seeing as the decades we are 
dealing with were characterized by sexual liberation, the spread of civil rights, and an 
increased access to information, we can connect this to Bowie and as such establish a 
clear connection between his music and the spirit of the age.  
While queer theory establishes a strong foundation for analysis of identity on a 
personal and subject based level, we are still dealing with an entire movement of young 
people. As such we find that social identity theory is relevant for the project since its 
area of focus is the interindividual formation of identity. In any rebellious movement 
there is a strong sense of the opponent’s role, a clear establishment of ‘them’ and ‘us’. 
This can also be applied to the conventional society and its view on the younger 
generation. Seeing as Bowie was part of the youth generation of the time, we hope to 
utilize social identity theory to shed light on this specific part of identity formation, and 
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perhaps where Bowie stood in relation to the youth movement and the cause of the 
rebellion.  
 
Whatever findings we may come up with from our textual analyses will be set in 
relation to Bowie’s performance, the historical backdrop and queer theory. We will be 
searching for overlapping themes in the hope that we will be able to point out 
similarities between Bowie’s lyrics and the times in which he wrote them, thus 
beginning to answer our overall question. 
The specific songs we wish to analyse have been chosen simply on the grounds of 
them having more substance relevant to our project. We have gone through all the 
songs of the two albums and picked the ones that stood out as thematically important. 
These are songs in which the lyrics seem to have more depth and thus, more room for 
interpretation. Not every song on either album would yield significant analytical results, 
and as such we have selected the ones we believe will. 
  
In sum, our method is comprised of the application of identity theories to the 
youth culture of the 1960s and 1970s, and as such to David Bowie. Examining how 
identity is formed, both individually and as part of a group, should allow us to view 
Bowie in a new light, meaning how his lyrics illustrates these different notions of 
identity. We will focus especially on how the songs show the changes happening in 
society, and how this sets the young generation apart from the older generations. 
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Chapter 2 
Historical background: young people in Britain in the 1960s 
The 1960s is a period that has carried, and continues to carry, connotations of 
hippies, the student revolts of 1968, and a general sense of upheaval in Western 
societies. Further, the 1960s brought along massive changes in civil rights, mass media, 
popular culture and our view on sexuality. These were in large part made possible by 
the actions of a generation of disillusioned young people searching for an alternative 
way of living, than what they perceived to be the traditional, conservative, and 
ultimately mainly white and male way of living that had been the norm up until that 
point in time (Marwick 1998: 18). 
In this chapter we explore the characteristics of the behavior of young people 
during this period, to show what factors influenced them in acting the way they did, 
what they were rebelling against, and what the consequences were. The point of this 
exercise is to show that they, and David Bowie among them, were a generation that, 
more so than any other generation before them, were ready to find and embrace a new 
way of being, which is reflected in Bowie's music of the period, as will be shown later in 
the paper.  
The focus of this paper will be the changes that affected Britain, but, since a large 
part of the experiences of the young people there were mirrored in many other Western 
countries, it will be generalized to include USA and other European countries when it is 
relevant. 
 
Britain had had a period of affluence in the post-war era, and especially so during 
the 1950s. Whereas the earlier part of the 20th century was marked mainly by the loss of 
the colonies, and the two world wars, people were in general well off, and the period 
marked the beginning of the dominance of the middle class in terms of dictating the 
main cultural traits of the era. Similarly, it led to a generation of younger people who 
had the means to become consumers in their own right, and marked the beginning of 
what is now referred to as the consumer culture (Marwick 1998: 8). The general 
affluence of the 1950s and 1960s, and the rise of the middle class, led to a large segment 
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of young people who now had more opportunities, and more choices to make, than they 
had previously had. They dressed as they wished, they pursued their own interests in 
their spare time, and they listened to the type of music that they favored, instead of 
listening to their parents' favorite musicians (Marwick 1998: 41-42). This became 
remarkably apparent with the rise of the mod culture in the early 1960s, which lasted 
until the mid-60s, in which a group of young people in the suburbs of London spent 
almost all their earnings on fashionable clothes and trips to the dance halls, and created 
for themselves an image of refinement and a unique cultural identity. The mod culture 
itself may not have lasted long, but it heralded the rise of a subculture belonging mainly 
to young people, and especially to teenagers. The trend for young people to be more 
outgoing, more fashionably dressed, and to attend discotheques was not an exclusively 
British phenomenon, but was present in all of the Western countries to some degree. It 
can be argued, and has been, that this trend originated in England. It was here that 
people exulted in the joys of Swinging London, it was here that clothing marketed 
exclusively to teenagers originated, and of course, it was where the Beatles came from 
(Marwick 1998: 455-56). 
During the years 1963 and 1964, Beatlemania gripped the nation, and the band 
which, in their down-to-earth attitude towards fame, appealed to young and old alike. 
The success were swiftly exported to USA, which became equally entranced with the 
band. The Beatles are remarkable not only in that they were the first British band to 
enjoy major commercial success in the States, but also because they were very much a 
product of black music. They had certain dalliances with counter-cultural movements, 
although they were never more than marginally involved, but they still became a 
symbol of freedom for many (Marwick 1998: 457-58). The Beatles are very much a sign 
o' the times in the sense that their success anticipated the breaking down of racial 
boundaries, and young people seeking to further their control of their own lives. This 
was coupled with ever greater opportunities for education in England. In the last half of 
the 1960s, an increasing number of people could attend universities in Britain, leading 
to a more educated, academically trained generation (Marwick 1998: 286). 
 
The 1960s were a period of rebelliousness in more ways than one, and these are 
often connected, as was the case in Britain. The rebelliousness of young people in the 
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start of the 1960s manifested mainly as acts of individual appropriation of rights and 
anarchic, fiercely individualistic behaviour that flew in the face of the more conservative 
generations that went before them. The mod culture, as mentioned earlier, is an 
example of this, but it can be seen as a part of a larger subculture, namely the teenage 
subculture, that could only exist because teenagers were, to a larger degree, seen as 
individuals as well as consumers. They embraced more risky clothing, such as mini 
skirts, and they listened to pop music, went to dance halls, and in general had more 
venues of entertainment than what had previously been available (Morgan 2001: 292). 
Even if not everyone were completely content with the way that young people were 
acting, one could not yet describe them as youth in revolt. They were trying out their 
boundaries, and while they certainly were not easy to fit into the relatively conservative 
way of living that was still prevalent, it was not until the late 1960s, that one could talk 
of a true generational gap, or a difficulty in recognising and adequately describing the 
experiences that young people had through the traditional conservative narrative. 
 
The late 1960s was still a period of relative affluence, as well as an ever-
increasing segment of the population obtaining an university education. However, it 
was also a period of political instability brought on by the dissatisfaction of the masses 
with the powers that be (even more so for people with a higher education). This 
dissatisfaction, in turn, had a number of causes, ranging from lack of progress in various 
areas of civil rights, the Vietnam War, the too-traditional nature of the education that 
young people had access to, as well as a longing for freedom of expression and sexuality, 
among other causes. 
The year 1968 is perceived to be a watershed moment in history, due to changes 
caused in part by student revolts happening on a massive scale. While the student 
revolts in Britain were relatively tame, in USA, France, Germany, and other Western 
countries, students took control of universities and other cultural bastions, and verbally 
and physically assaulted the restraints that society had put on them. These student 
revolts were based on the protests that happened in USA during the civil rights and anti-
Vietnam war movements respectively (Foner, 2009: 933-950). They were also based on 
an increasingly Marxist political view which was adopted in many academic circles, and 
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based upon thinkers such as Sartre, Derrida and Barthes, situated mainly in Paris 
(Marwick, 293). Thus, students had supported political causes before, but whereas the 
previous protests were aimed at injustices that occurred outside of their own sphere of 
interest, they were now center stage, and fighting for their own freedom of expression. 
The student revolts were not unique, as a number of causes were taken up in the late 
1960s, including, but not limited to women's rights, gay liberation and of course the 
continuation of the fight for civil rights for people of colour, both in USA and in Europe. 
Whereas the reaction of young people in the 1960s had been individual, they were now 
acting in movements and in subcultures, not only protesting, but in so doing creating for 
themselves a new identity that they shared with similar-minded young people around 
them. 
 
While this new identity of the young people in the 1960s was born out of a 
rebellion against various forms of repressions, it turned from being merely against the 
norms, to embracing new ways of expressing oneself. As mentioned earlier, in both USA 
and Europe, the student rebellions and the youth in revolt in general were very much 
inspired by the anti-Vietnam war movement. As such, they were also inspired to some 
degree by the byproducts of this. Artist Mike Kelley writes in an article called “Cross 
Gender/ Cross Genre”, which is specifically about youth in USA, but is perhaps also 
applicable in Britain, that both the anti-Vietnam war movement and the Black civil 
rights movement, especially embodied in the pacifist protests promoted by Martin 
Luther King, emboldened youth to search for an “otherness”. He points out that young 
people at the time were searching for an antidote to the militaristic, patriarchal 
government in USA, and found that the embrace of the feminine could be one such 
antidote (Kelley 2000: 2).  
Feminine symbols as well as homosexuality became a part of the counterculture, 
and then a part of the culture of the late 1960s and early 1970s, leading ultimately to 
the eschewing of sexual boundaries in such genres as glam rock – one that David Bowie 
was himself a part of, and perhaps he even helped pioneer the genre with his drag 
performances and his outrageous attires in his performances. David Bowie himself 
became very much an important figure in the movement for gay rights in Britain in the 
early 1970s. 
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In this section we have briefly traced the influences that were important to young 
people in Britain in the late 1960s. To sum up, these were the anti-Vietnam war and the 
black civil rights movements in USA, the student rebellions spreading through Europe in 
1968, as well as the creation of a teenage subculture that came about due to the fact that 
young people became more affluent, and were able to make more choices for 
themselves, and even to be who they wanted to be. This freedom of being who one 
wants to be is a theme that is prevalent in David Bowie's oeuvre, often in conjunction 
with an eschewing of gender boundaries and questions of sexuality, and will be 
explored in depth later in this text. The following section explores David Bowie's 
influences, and how these are related to many of the themes touched upon here. 
 
2.1 A brief introduction to David Bowie 
David Bowie was born David Robert Jones on the 8th of January 1947. The name 
Bowie he picked for himself as an artist name, when his manager in the mid-sixties 
encouraged him to get rid of Jones (Cann, 2012: 8). The name Bowie was taken after the 
character Jim Bowie in an American TV show, which he watched, growing up (Cann, 
2012: 64). 
David Bowie spent most of his childhood in the suburbs of London, in the years 
1955 to 1967. There he lived alone with his parents the majority of the time, however, 
sometimes his older half-brother came to stay with the family. 
  
It was this half-brother, who introduced Bowie to the beat generation, when he 
in 1958 presented him Jack Kerouac’s On the Road (Broackes and Marsh, 2013: 28). 
Later Bowie has claimed that reading On the Road gave him the incentive to learn how 
to play the sax (Cann, 2012: 21).  This incentive was increased after Bowie in the late 
50’s was introduced to the music of Little Richard (American rock and roll musician). 
Bowie’s interest in music grew, and in 1961 his father bought him his first saxophone. 
Bowie wanted to become a white Little Richard. Furthermore, he later expressed that he 
was fascinated by music because it appeared rebellious and subversive to him 
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(Broackes and Marsh, 2013: 28). Still, in the early 60’s Bowie did not only play music, he 
also worked for an advertising agency for twelve months. During his time at the agency, 
he was introduced to modern theories of maximising profits and mass marketing, and 
thus he was helped on his way to develop “a precocious marketing talent” (Broackes 
and Marsh, 2013: 30). However, Bowie left his job at the agency in order to focus on his 
musical career. 
 
 2.1.1 Influences 
It is clear that Bowie gained inspiration from many different sources – both in 
the form of musical and performative influences. In London he attended concerts of 
both international and British musicians. Moreover, he came to meet artistic 
inspirations in the aspiring art society of London. The following is a brief account for 
some of the main influences in Bowie’s early music career. 
 
One influence was Lindsay Kemp, who Bowie met in Soho – a progressive part of 
London, where Bowie often escaped to and found musical and artistic inspiration in all 
shapes and shades (Broackes and Marsh, 2013: 30, 38). Kemp was a mime artist and 
dancer, and he taught Bowie the art of miming. Furthermore, Kemp enlightened Bowie 
in the potential power of costumes and scene shows (Broackes and Marsh, 2013: 38). Of 
Kemp, Bowie has later said, “[…] everything in his life was theatrical. And so the stage 
thing was just an extension of himself” (Broackes and Marsh, 2013: 38). This notion of 
extending oneself on the stage would appear to have had some influence on Bowie with 
his creation of fictive personas such as Ziggy Stardust. For with personas like these it 
can perhaps be difficult to see where David Bowie ends and Ziggy Stardust begins – not 
least for the audience.  
Another important influence on Bowie’s stage presence was Hermione 
‘Farthingale’ Dennis, with whom Bowie fell in love in 1968. With Farthingale, Bowie was 
able to discuss music and stagecraft. She was a classically trained ballet dancer, and she 
changed Bowie’s understanding of the stage significantly (Broackes and Marsh, 2013: 
38). “[Bowie’s] immersion in the craft of performance in 1967-8 had completed the 
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understanding of audience manipulation he had already developed through his 
advertising experience” (Broackes and Marsh, 2013: 42). 
  
Bowie was introduced to Andy Warhol and The Velvet Underground & Nico in 
the mid-1960s by Kenneth Pitt, who worked as Bowie’s manager from 1966 to 1970 
(Cann, 2012: 54). Both Andy Warhol and Velvet Underground were very important to 
Bowie and later inspired him to write the songs “Andy Warhol” and “Queen Bitch” 
(Cann, 2012: 234). Of the introduction to Velvet Underground Bowie has later 
commented that he was “hearing a degree of cool that [he] had no idea was humanly 
sustainable” (Cann, 2012: 95). Furthermore, he has claimed that the introduction to this 
album changed his life (Cann, 2012: 8). Bowie first met Lou Reed and Andy Warhol in 
the fall of 1971, where he also met Iggy Pop (Cann, 2012: 227-228). 
  
With the introduction to Velvet Underground and Lou Reed, Kenneth Pitt 
arguably provided Bowie with “his single most significant musical influence” (Cann, 
2012: 84). However, there were other musicians to inspire Bowie on his journey to 
stardom. In the 1950’s Bowie’s major inspiration was Little Richard (Cann, 2012: 29). 
Another source of inspiration in the 50’s was Anthony Newley, whose album was the 
first record Bowie bought (Cann, 2012: 107). 
In the 1960’s Bowie, among others, attended concerts of King Crimson and Pink 
Floyd. Bowie was impressed with the latter’s stage lighting, and in particular with 
founding band member Syd Barrett of whom Bowie says “Barrett was a huge influence 
on me, absolutely, […] I thought Syd could do no wrong […] He was the first I had seen in 
the middle 60s who could decorate a stage” (Cann, 2012: 78). 
  
2.1.2 Rough outline of Bowie’s music career – From The Konrads to Ziggy Stardust 
In the 1960s Bowie evolved much as a musician and an artist. Before succeeding 
with his hit single, “Space Oddity”, in 1969, Bowie had many musical projects. The first 
band of which he was a member, was called The Konrads. In this band Bowie began to 
play the sax on stage (Cann, 2012: 24). 
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  Bowie had his first record deal with Decca. His first single was called “Liza Jane” 
and was released on the 5th of June 1964 (Broackes and Marsh, 32). He was then 17 
years old. In 1966 Bowie’s manager Ken Pitt landed Bowie a contract with Decca’s 
progressive and respected label Deram. His first LP, David Bowie, was released on the 1st 
of June 1967. He received some positive reviews, however, the LP was not a commercial 
success and thus, Bowie was dropped by Decca. The next few years provided Bowie 
with new influences, without which Bowie has said that his music perhaps would not 
have been the same (Broackes and Marsh, 2013: 32).  
 
In 1969 Bowie was closer to success than ever with his song “Space Oddity”, 
which is said to be inspired by the photo Earthrise (photographed by Bill Anders) from 
the Apollo 8 mission, which was taken while orbiting the Moon (Broackes and Marsh, 
2013: 42), and by Stanley Kubrick’s film 2001: Space Oddity (Cann, 2012: 144). In the 
lyrics of Space Oddity, Bowie tells a story about his own time – about man’s power over 
technology. At the same time, however, the lyrics present a rejection of technology, and 
Bowie changes the focus from outer space to inner space (Broackes and Marsh, 2013: 
42). He “speaks of a new challenge for humanity. If the individual demands the choice to 
determine his own future, what then is the relationship between that individual and 
society?” (Broackes and Marsh, 2013: 42). Despite the success of the song “Space 
Oddity”, Bowie failed to reach public success with his forthcoming album Space Oddity, 
which was released in November 1969 and included the hit. The 20 months that came 
after Bowie’s success with song “Space Oddity” was full of changes. For instance Bowie 
changed manager, music producers, record company, he married, and he found new 
friends (Broackes and Marsh, 2013: 42). He also released another album, The Man Who 
Sold the World, released in April 1971, which, however, did not get much attention from 
the public. Furthermore, Bowie began writing songs for his next album Hunky Dory. One 
of these, the song “Kooks”, Bowie finished on the day his son was born as a tribute to the 
new family member (Cann, 2012: 218). Hunky Dory was released in December 1971.   
  
In February 1971 Bowie went to America, and during this trip he came up with 
the idea to make a concept album based on the character Ziggy Stardust (Cann, 2012: 
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205). However, it was in London that Ziggy was launched, it was there he became a star, 
and, in the end, where he retired (Broackes and Marsh, 2013: 44). Moreover, it was in 
London that Bowie slowly prepared himself to transform into his new persona (Cann, 
2012: 231). Becoming Ziggy Stardust, Bowie dressed differently and, furthermore, had 
his hair cut and dyed bright red (Cann, 2012: 245). His appearance was to match the 
Ziggy persona. Thus, he expressed the philosophy of Ziggy Stardust both in appearance 
and in his music. He looked differently from most, perhaps because “[the] philosophy of 
Ziggy is utterly personal – be yourself whatever that is” (Broackes and Marsh, 2013: 46).  
With this philosophy, and with Bowie being Ziggy Stardust, he “helped establish a key 
part of Western twenty-first liberal belief: that anybody should be allowed to be what 
they want to be. Self before duty, with duty as a choice. He did not invent the idea, but 
he did promote it to a huge audience” (Broackes and Marsh, 46). Indeed, the audience 
was huge, his concerts sold out, and at the end of the year 1972 Bowie had sold close to 
100,000 copies in Britain as well as in America (Cann, 2012: 279).  
 
What seemed to astonish the audience was Bowie’s stage performance. During 
the 1960s Bowie, with the help of e.g. Kemp, worked on his performance skills and how 
he moved his body. When Kenneth Pitt first saw Bowie (David Bowie and The Buzz) 
perform in April 1966, he was very impressed with Bowie’s stage presence and the way 
he was able to use his body on stage (Cann, 2012: 80-81). Additionally, already in the 
beginning of the 1960s, Bowie did not dress as everyone else. In 1964 he was wearing 
strange clothes that were “very different from the rest” (Cann, 2012: 34).  Wearing 
daring clothes – and wearing daring clothes on stage – became more and more regular 
for Bowie during the beginning of the 1970s. Angela Barnett, who married Bowie in 
1970, encouraged Bowie and his band to wear bold outfits, and she was an important 
figure in the development of Bowie’s musical career (Cann, 2012: 160). Thus, it was in 
February 1970 that Bowie and band had their glam debut – they were all dressed up as 
characters where Bowie was “Spaceman” (Cann, 2012: 183). Next, Bowie elaborated on 
an idea of a “man-dress character” in January 1971, when he tried out wearing the 
clothes on stage at some concerts in America (Broackes and Marsh, 2013: 42). This 
controversial man-dress character was present on the cover of his album The Man Who 
Sold the World. Here Bowie is seen lying down, having shoulder long hair, and wearing 
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an unusual dress – and in this way “gender is subverted” on the photo (Broackes and 
Marsh 42). 
  
Bowie also played with gender subversion on the cover of Hunky Dory, where he 
resembles Greta Garbo (Cann, 2012: 207). Make-up and wearing dresses on stage 
became permanent (Cann, 2012: 219), and so Bowie’s appearance received more and 
more attention from e.g. journalists, who asked about his sexuality. Bowie, however, did 
not always give the same answer. In 1970, Bowie’s manager is the main source behind 
an article that was meant to bolster Bowie’s “androgynous profile in Britain’s gay 
community, now emerging from the shadows following the partial decriminalization of 
homosexuality in Britain in 1967” (Cann, 2012: 185). In this article Bowie was “not yet 
prepared to discuss his sexuality beyond stating: ‘I don’t feel the need for conventional 
relationships’” (Cann, 2012: 185). In a later interview in 1971 Bowie claimed that he 
was not queer, his sexual life was “normal” (Cann, 2012: 215).  Though, roughly a year 
later, in an interview in 1972, Bowie told the public that he was gay, and he times his 
statement well as the gay movement of Britain lacked a figurehead and chose to 
embrace Bowie (Cann, 2012: 240). What amount of truth there was to this claim is not 
certain. But either way, it trailed “the […] release of the ambiguous sexuality contained 
on the Ziggy Stardust album” (Cann, 2012: 240). As has been shown here, David Bowie 
and his personas in the 1970s were very much a product of his inspirations growing up, 
as well as the state of affairs in the Western societies at that time. In some cases he (or 
his agent) made a conscious choice to relate to a certain group of people, and in other 
cases, he himself was simply influenced by what surrounded him. This made him an 
utterly relatable, if slightly alien, public figure. 
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Chapter 3 
Theory 
In the following, we will present an overview of queer theory and social identity 
theory. Queer theory will form the first half of our theoretical foundation. The section 
will draw on literature mostly pertaining to Judith Butler, as we believe her work, and 
secondary works discussing it, will be more than adequate for our usage of the theory. 
SIT will for the second half of the theoretical foundation. Here, we will draw on the 
literature of Hogg as we outline the main tenets of the theory, and describe how this can 
adequately be applied to the subject of the 1960s and 1970s and Bowie’s works. 
 
3.1 Queer theory - Judith Butler 
As introduced by Judith Butler, queer theory is a branch of sociologist and 
feminist thought, related to and born of postmodern, deconstruction and 
poststructuralist theories (Lane, 2013: 576). Its area of focus is the deconstruction of 
gender, sex and identity. 
 
Queer theory is in opposition to the traditional essentialist understanding of a 
stable subject. Within this school of thought, the human subject is believed to have a 
core identity, an essence, which is shaped by our upbringing and events throughout our 
lives (Nicholas and Jiyuan, 2004). This essence can become confused and clouded, but 
remains more or less intact. Postmodern theory, and queer theory, proposes that there 
is no core identity, but rather, that human identity is fluid and shifts to suit different 
contexts (Hatzfeldt, 2009). The subject of today is not the same as it was yesterday, and 
will not be the same tomorrow. Queer theory expands upon this line of thought by 
applying it to the subject of gender and sex, and their relation to identity. The core idea 
seems to be that one is not born as a boy or girl, but that one becomes these through 
discourse (Butler in Lane, 1990: 585). Gender then, is the product of “[...] the truth 
effects of a discourse of primary and stable identity” (Butler in Lane, 1990: 583). Sex, on 
the other hand, is more fixed. By recognition of male or female genitalia at birth, a 
newborn is assigned a gender on this basis. Queer theory argues that sex and gender are 
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two very different things; gender is viewed as an aspect of identity, whereas sex is 
merely one’s contingent biological body (Lane, 2013: 573). But since there has been 
specific roles assigned to each gender through repetition of tradition and through 
discourse, sex and gender have perhaps become confused with each other. 
 
The imagined differences between men and women are just that, imagined. We 
shape gender roles and the identities pertaining to them through repeated performance 
and discourse (Butler in Lane, 1990: 585). This is an important point in Butler’s 
thought, that gender is performance, and as such, doesn’t exist as a stable, factual entity. 
This is also one of the points where the word ‘queer’ becomes meaningful as the 
namesake of the theory. Seeing that gender has been a byword for sex, the assignment 
of gender is contingent on which sex one is born with. When one cannot choose one’s 
sex, it makes sense that gender, as mere performance, can be selected at liberty. In this 
context, the term ‘queer’ encompasses a variety of labels such as homosexuals, bisexuals 
and transgender people. In essence, any performance of identity where sex and gender 
are by necessity separated. 
 
Queer theory defends the notion that gender performance should not be rooted 
in sex, but that anyone is free to perform their identities as they see fit, discourse and 
tradition should not dictate identity. In this sense, the theory becomes almost ethical in 
its implications, it expands the freedom of choice to encompass gender, elevating the 
choice of identity to a new level. 
 
Queer theory challenges the heterosexual hegemony by presenting it as an 
alternative on par with other sexualities (Sullivan cited in Hatzfeldt, 2009). As such, it 
seeks to dissolve the notion of sexual hegemony. In the past, heterosexuality has been 
perceived as the norm and the perception of sexuality has thus been binary, hetero 
contra homosexuality. How it came to be that heterosexuality became hegemonic is 
likely due to it traditionally being experienced as the norm due to the simple fact that 
the majority of people in a given society are heterosexual. Deviations from this have 
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always existed, but as they were the exception rather than the norm in recent centuries, 
they have been perceived as perversions. As such, the prevalent sexuality becomes the 
norm, the accepted lifestyle, and hegemonic. While heterosexuality may be the norm 
and stabilized as such at the moment, Butler argues that it is not fixed (Lane, 2013: 
581). 
 
It is through repeated performance and compulsory acceptance of its status, by 
members of society, that heterosexuality becomes hegemonic. Now, however, 
heterosexuality is increasingly viewed as just another lifestyle, not better or worse than 
homosexuality, among others, but merely different (Hatzfeldt, 2009). The perception of 
sexuality is changing from binary oppositions to plural coexistence. At least, this is the 
project of queer theory and its advocates. This programme is viewed almost as a natural 
development. Critic Jeffrey Weeks espouses this point, when he argues that sexuality is 
merely a “fictional unity”, and that it is not static, but can change over the course of 
history. He argues that gender and sexuality have always been in a state of change, that 
in past times the perceptions of these things were different than they are now, and as 
such, they will surely change again (Weeks cited in Lane, 2013: 573).  
 
Gender and sexuality are merely performances, not inherent aspects of any fixed 
identity. Through repeated performance, we sustain the roles of gender along with 
sexual identities, and we reinforce these through discourse. The contingency of these 
subjects serves to underline this point.  
 
3.1.1 Application of queer theory 
Queer theory is not only an analytical tool, it is also a political or sociological 
programme that encompasses different meanings to different people. Queer theory is 
more often than not related to an ideological or even political agenda, and has 
historically been used to highlight wrongs or perceived wrongs against gay people. Due 
to its loosely defined composition, it is not always easy to see how the theory is to be 
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applied to a certain area of interest in a practical way. There is no doubt that queer 
theory can be a powerful tool, but harnessing it is a difficult feat. 
When practicing queer theory, we start by asking questions of the situation or 
the text we are analyzing. Because one of the tenets of queer theory is problematizing 
the norms or the binary oppositions that often make up our view of the world, this is a 
natural place to start an inquiry. When we look at binary oppositions such as hetero- 
and homosexuality, old and young, white and black, or even war and peace, or just 
dominant singular paradigms such as capitalism or Western dominance, it is enriching 
to ask what falls between or outside of these definitions, and in what ways a situation or 
a text cannot adequately be described through the lens of a single or binary narrative 
(Green, 1996: 333). 
 
A major point to make in regard to the 1960s and 1970s is how the youth 
rebelled against a single narrative that had been accepted for a long time, and sought 
after something ‘other’ to accurately describe their own experiences. This is an 
interesting moment in time, and one that is rife with opportunities to be analyzed by 
queer theory. When approaching this subject, the starting point is to identify the 
dominant narrative. This has been shown earlier in this paper to be the patriarchal, 
male, militaristic society that post-war USA, as well as most other Western countries 
were. Then, one would identify what does not belong in this narrative, what is the 
‘other’, or the queer.  This leads to pointing out that the dominant way of thought, or of 
life, is not necessarily one that is representative of the experience of a majority of 
people, but it also leads to the search for alternatives. It is then relevant to search the 
lyrics for examples of people who did not adhere to the social mainstream, but instead 
placed themselves outside of it, looking in. It is a feature of queer theory to use the 
other, or the marginal, to analyze the cultural construction of the center of society. In 
our project, we view society not only through the lens of queer theory, but use David 
Bowie’s works as a filter through which to study that which did not adhere to the norms 
of society at the time. Queer theory has as its focus the individual or the ideologies that 
the theory discusses. It often ignores the overall view of a group of individuals, such as a 
young generation in a traditional society, in which they cannot fully express themselves. 
In order to better understand the groups we are studying, we will supplement queer 
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theory with a theory based in the sociological sciences called social identity theory. This 
will be explored further in the following section. 
 
3.2 Social Identity theory - Henri Tajfel & John C. Turner / Michael A. Hogg et. al. 
The social identity theory (SIT) deals with the role of “self-conception in group 
memberships, group processes, and intergroup relations” (Hogg in Burke, 2006: 111). 
Furthermore it “defines group cognitively - in terms of people’s self-conception as group 
members” (Hogg in Burke, 2006: 111). 
The theory was initially developed by Henri Tajfel and John C. Turner in the 
beginning of the 1970s. Over the last decades it has become one of the leading theories 
in social psychology regarding the relationship between self and group. However, Tajfel 
and Turner´s original theory has, since then, been extended and adjusted and therefore 
we will use in this paper the contemporary version developed by Hogg et.al. Hogg´s 
version of the theory is consistent with Tajfel and Turner’s original version in terms of 
its analysis of self and group, but contains more recent statements and reviews 
regarding the SIT.  
The social identity theory is an umbrella theory, in that it consists of a set of 
interrelated processes and subtheories. Together they contribute towards a better 
understanding of social identity. For the purpose of this paper we will take a closer look 
at personal identity, social categorization, social comparison, depersonalization, and 
social leadership. After an introduction to these processes we will to apply them to our 
understanding of the social changes taking place in the 1960s and 1970s in Britain, with 
a specific focus on the emergence of the youth as an independent group, or groups. SIT 
is applicable here in identifying what set the young people apart from the older 
generation. It is obvious that we are not discussing two homogenous groups, but 
nonetheless, we can use the application of the theory as a starting point in our work.  
A person's self is elemental for SIT. However, scholars such as Tajfel and Hogg 
put little emphasis on it. Although both link the individual through self-composed social 
identities to the social world realized by social groups, they miss out on explaining 
another level of identity. This other level of identity is called “personal identity” and was 
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defined by John P. Hewitt in 1997 as “a sense of self built up over time as the person 
embarks on and pursues projects or goals that are not thought of as those of a 
community, but as the property of a person. Personal identity thus emphasizes a sense 
of individual autonomy rather than of communal involvement” (J.P. Hewitt, 1997: 97). 
Personal identity can thus be seen as the base of SIT. This will become plain as we 
approach the sub-theory of depersonalization. 
Self-categorization means that an individual’s self is reflexive and is therefore 
able to “categorize, classify or name itself in particular ways in relation to other social 
categories or classifications”(Stets and Burke, 2000: 225). A social group is defined 
within self-categorization as “a set of individuals who hold a social identification or view 
themselves as members of the same social category” (Stets and Burke, 2000: 225). 
When we talk about categories, these are understood as the key dimensions used by 
sociologists e.g. gender, ethnicity, age, occupation, sexual orientation and so forth. 
However, a person is not bound to a single category but can occupy various categories 
at the same time. 
In the social comparison process, individuals who share a common self can relate 
to the self and thus found the ingroup, the “we” or “us”. The individuals involved in this 
process, group elaborate norms based on ingroup behaviors, and then “internalize and 
enact these norms as part of their social identity” (Hogg in Burke, 2006: 113). 
Individuals who do not share the same self or norms are labeled as the outgroup, or 
“them”. These ingroups and outgroups are representations of prototypes. Hogg 
describes them as a specific and multidimensional set of defined and prescribed 
behaviors, attitudes and feelings, which represent one group and thus clearly 
distinguishes one group from others (Hogg, 2001: 187). The “self” has to be understood 
in this context as a set of personal attributes and categories experienced by the 
individual through social and cultural contexts. Once an ingroup is established, social 
comparison between groups set in with the purpose of establishing positive 
distinctiveness for the group the individual belongs to. The result is a competition for 
positive identity in which the members of one group seek out to protect and/or 
strengthen their positive distinctiveness as well as their positive social identity (Turner 
in Hogg, 1975: 5-34). Through this action, the self-image is empowered, which in turn 
leads to a discrimination between the ingroup and the outgroup.  
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An important sub-process of self-categorization is depersonalization. It is a 
specific process of self-stereotyping, which the individual has to undergo, since “people 
come to see themselves more as the interchangeable exemplars of a social category than 
as unique personalities defined by their differences from others” (Turner in Hogg, 1985: 
77-122). As a consequence, people who already belong to a group tend to measure other 
people not as unique and multifaceted individuals but rather “as matches to the relevant 
ingroup or outgroup prototype” (Hogg, 2001: 187). The human being’s self-perception 
and self-conception is transformed and assimilated until the point where all individual 
aspects, like attitude, behaviors and feelings fit the ingroup prototype. Hence, ingroup 
members are more liked than outgroup members, mainly because the members share a 
positive ingroup prototype and second of all, because “their prototypical similarity to 
self is perceptually accentuated” (Hogg, 2001: 189). The more an individual of an 
ingroup fits the prototype, the more this person is liked by other members of the group. 
Consequently the less an individual is liked by other members of the ingroup, the less 
they fit the prototype. To clarify, depersonalization should not be confused with 
deindividuation, because it does not have a negative connotation and does not affect 
people negatively. Further it has nothing to do with the similar term 
“depersonalization” used in clinical psychology, which describes a type of disordered 
experience. 
 
Social leadership sums up SIT since it is a group process which is generated by 
prototype-based depersonalization processes and social categorization. Within a group, 
members that fit the enacted prototype gain the most influence over the group. This 
appearance of influence arises and becomes reality through “depersonalized social 
attraction processes that make followers agree and comply with the leader's ideas and 
suggestions” (Hogg, 2001:188). Once leadership, or the role of leader(s), is established 
in a group, we experience a shift towards disproportionate influence. A leader can affect 
the attitudes, behaviors and feelings of group members via their possession of 
consensual prestige or the exercise of power (Hogg, 2001: 188). As explained above, 
self-categorization depersonalizes the attraction within groups. Thus, more prototypical 
members are in favor and are more liked than less prototypical members. Research has 
revealed that if you like someone, you are more willingly to agree with that person and 
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abide by their requests, orders and suggestions (Berscheid and Reis in Hogg, 1998: 193-
281). 
 
3.2.1 Application of Social Identity Theory 
We decided to use the SIT because it enables us to look beyond binary 
oppositions used by queer theory. SIT is breaking down the binary oppositions to social 
classifications. Isolating and categorizing these social classifications of certain groups 
allows us to draw conclusions about how the society of the 1960s and 1970s was 
constructed and moreover what their needs and longings were. Furthermore, the 
historical background that has already been provided can be put into context, and can 
be discussed alongside the lyrics that have will be analyzed. In the following section, six 
songs from the albums Hunky Dory and The Rise and Fall of Ziggy Stardust and the 
Spiders from Mars, will be analyzed, using the analytical tools that have been described 
in this chapter. 
 
Chapter 4  
Analysis 
4.1 Hunky Dory 
The album Hunky Dory is the fourth studio album by David Bowie. It was 
released in 1971, between the success of the single “Space Oddity” (1969) and the even 
bigger success of the album The Rise and Fall of Ziggy Stardust and the Spiders from Mars 
(1972). This means that the album was released before Bowie's main breakthrough. The 
album can be seen as rather personal, as it includes songs about people Bowie was 
influenced by, such as “Andy Warhol”, “Song for Bob Dylan”, “Queen Bitch” (here he 
refers to The Velvet Underground), and “Kooks”, which he wrote for his firstborn son, 
Duncan Jones. In the following analysis we will give an overview of the album and 
analyze a selection of songs. The choice of the songs that are analyzed in the following is 
partly based on the commercial success of the songs, and partly their analytical value.  
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4.1.1 Analysis of “Changes” 
As David Bowie wrote the songs he performed himself, it is a defensible 
assumption that they contain biographical value, at least to some extent. The resonance 
the songs had culturally is an indicator of the feelings and topics the youth dealt with in 
general, as it is reasonable to assume that the songs which were most successful in the 
charts, also had the biggest influence on the young audience.  The song “Changes” is one 
of those influential songs. It was released on the album Hunky Dory in 1971, and its 
popularity was increased further with the release of a later album, The Rise and Fall of 
Ziggy Stardust and the Spiders from Mars. In the years after its release, “Changes” 
became one of Bowie’s most well-known songs. In fact, it reached its peak in 1975, 
where it took the 41st position in the Billboard single charts (“David Bowie, Hunky 
Dory”, 2015).  
 
The song consists of a chorus, two stanzas, and a bridge in the end of the song. 
The title is very appropriate, as the song is about the changes that happen in life. The 
song is written as a first-person narrative and the first verse introduces the topic of the 
song. It is about the search for success in life, and more generally about the process of 
growing up. The song opens with the lines: “I don't know what I was waiting for / And 
my time was running wild / A million dead-end streets” (stanza 1, lines 1-3). Time is a 
crucial aspect of this song. It is experienced individually from person to person. Bowie 
describes it as “running wild”. Considering the topic of the song, time symbolizes the 
oppositions of old and young, represented on the one side by the young generation and 
on the other side by the conservative older generation. Furthermore, these lines can be 
seen as a reference to the many opportunities one has as a young person, the burden of 
choosing a direction in life and the possibility of making the wrong choice. The following 
lines: “Every time I thought I got it made / It seemed the taste was not so sweet” can be 
seen as striving for a goal in life, but as one reaches it, it is not as good or as valuable as 
one expected it to be (stanza 1, lines 4-5). Applied to Bowie himself, it can be seen as a 
reference to the earlier success with his single “Space Oddity” (1969) which gave him 
that temporary taste of success he sings about. As pointed out in the biography chapter, 
after this lack of popularity, Bowie decided to make changes in both his career and 
private life. Bearing this fact in mind, the song comes across as somewhat 
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autobiographical.  
 
 In the chorus, Bowie captures the title of the song in repetition. The word 
“changes” builds the main line and it is followed by the request to “Turn and face the 
strange”, which could mean that one should not be afraid of what is coming in the 
future, but one should, on the other hand, merely face it (stanza 2, line 2). 
Considering queer theory, it can also be interpreted as a request for open-mindedness; 
for people not to close their eyes to anything unknown, but to face it. Heteronormativity 
is no longer valorized, but is subverted. As pointed out before, in queer theory an 
individual is not to be understood merely as a being with one fixed core. Individuals 
recreate their own personality over again from day to day. Personality is fluid and 
changes in different contexts. With this in mind, the first lines of the lyrics can be 
interpreted as a request to notice this flexibility of one’s identity. Gender and sexuality 
have always been changing through time and this change is, as mentioned before, never 
fixed. The word “strange” can also posses a connection to people that are already living 
a role they chose and not the role that they were given by discourse through society (e.g. 
crossdressers). “Strange” is everything that deviates from the ruling norms. 
 
From the rhyme: “Don't want to be a richer man / Just gonna have to be a 
different man” it may be interpreted that Bowie does not understand success in a 
material sense (stanza 2, lines 4-8). The second part, “Just gonna have to be a different 
man”, implies the need for change and recreating oneself again. By using the words 
“have to”, this need becomes very clear, and it is viewed as somewhat of a necessity. 
Looking back to this from the perspective of our time, it seems like a prediction of 
Bowie's career, in which frequently taking on new roles and “being a different man” is 
significant. 
The chorus ends with the lines “Time may change me / But I can't trace time 
(stanza, lines 9-10)”. Bowie comes back to the motif of time. The main statement of 
these lines is that time will always prevail over us and change our wishes and desires. It 
is, one might presume, also a comment on the lack of causality in the period of time in 
which he was writing. No longer is one able to ‘trace’ time, and to understand it through 
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simple pairs of causes and effects. Moreover, the lines can plausibly be related to the 
youth culture of the period of time, in which the song was written. The process of social 
and institutional change that the young generation wanted to provoke started earlier in 
the 1960s, and cannot be stopped by opponents or the conservative generation 
anymore. 
 The thirds stanza begins with the lines “I watch the ripples change their size / 
But never leave the stream” (stanza 3, lines 1-2). This can be construed as the fight for 
being an individual and to differentiate oneself from others. It takes strength to leave 
the mainstream. Considering the SIT, it can also be related to staying within the 
confinement of one’s social ingroup. As many people do not strive for a change, nothing 
changes: “So the days seem to float through my eyes / But still the days seem the same” 
(stanza 3, lines 4-5). There is a strong desire for changes and new times. However, 
despite the awareness of this desire it is difficult to effect these changes. 
In the following lines, Bowie directly addresses the earlier generation (stanza 3, 
lines 4-9): 
 
And these children that you spit on 
As they try to change their worlds 
Are immune to your consultations 
They're quite aware of what they're going through 
 
In the following, we shall apply social identity theory to a reading of the lyrics. 
Bowie is indicating two specific groups through his formulation. In the first line he 
defines the outgroup by using the term “you”. Furthermore he addresses the 
heteronormative narrative directly through reproaching it and likening it to spitting on 
children. The children in this context can be seen as the ingroup. Bowie clearly aligns 
himself with the children’s group. What is interesting about this, is that he does not 
include himself in this group (he talks about them as “they”(stanza 3, line 2)).  
In the line “As they try to change their worlds” it is worth noticing that Bowie 
Roskilde University    Group 10    21.05.2015 
Spring semester 2015    No. of characters: 139.082 
29 of 67 
 
uses the words “their worlds” instead of “the world”. The request for change is oriented 
on personal needs. Bowie becomes quite concrete about that. The song is about the 
individual and defined changes, not about random rebellion by the youth. Through the 
use of the plural, “worlds”(stanza 3, line 2), it is also underlined that there is not merely 
one world, or one view of the world. Individuals have many different views. Thus they 
create their own worlds. Young people are trying to change their world and the single 
narrative which is represented by “you” is trying to hold them back. But “they are 
immune” to the consultations and the dictates of the social mainstream as set forth by 
the adults and they will not be influenced by them.  
 
The first line of the bridge says “Strange fascinations, fascinating me”, and once 
more a relation between the lyrics and the queer movement can be interpreted (stanza 
5, line 1). It is highly positively connoted through the statement that Bowie is 
“fascinated” by those “strange fascinations”. Those “strange fascinations” can easily be 
related to queer theory again. Bowie expresses his admiration towards people that 
stand out. Considering queer theory, this statement could be seen as an appreciation of 
the people that already chose to live life in their own way and that do not act out the 
role society put them in. One has to accept changes as they happen, though they can be 
frightening. It portrays the feelings the young people might have had and the feeling of 
renewal. In contrast to this statement, Bowie has been quoted thusly:"[It] started out as 
a parody of a nightclub song, a kind of throwaway” (“David Bowie, Changes” 2015). This 
statement seems typical of David Bowie’s relationship to his own work. He ascribes 
them, perhaps, less meaning than they possess. It also highlights the fact that David 
Bowie is perhaps not a reliable source, even when considering his own words. In 
adopting personas, and changing his own image, his opinions of his own songs might 
also change. As an end note, one can say that Bowie might not have taken himself too 
seriously in this song, which is another important aspect of it: it is about having fun; 
even if the whole message is a deeper one. 
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4.1.2 Analysis of “Oh! You Pretty Things” 
“Oh! You Pretty Things” was released on Hunky Dory in 1971. The song consists 
of three stanzas and a chorus. In each stanza a different situation is described. However, 
these scenes are somewhat connected to one another, and all together they tell a 
coherent tale of a parent who seems to be a representative of the conservative 
generation, and  his child, who instead represents the young generation situated in an 
increasingly changing society. The themes the song deals with lend themselves to an 
analysis from the perspective of queer theory. They include such disparate themes as 
the generational gap and the deterioration of the planet. In the following we will begin 
the analysis by describing the meaning of the situations in the stanzas.  
 
The first stanza portrays a scene, which takes place during an early morning, 
likely in a private house, between a parent and his child (for the sake of simplicity, the 
gender of both are assumed to be male). The point of view is the parent’s, who is giving 
the child instructions: “Put on some clothes, shake up your bed / Put another log on the 
fire for me” (stanza 1, lines 2-3). This is a description of rather mundane events, 
perhaps to communicate an atmosphere of stability and habit. Further on in this stanza, 
we can understand that something unexpected happens to the parent, as he sees “A 
crack in the sky and a hand reaching down [...]” (stanza 1, line 6). This particular event 
will accompany him for a long period, and suggests that permanent changes have taken 
place: “All the nightmares came today / And it looks as though they’re here to stay” 
(stanza 1, lines 7-8). The statement of “a hand reaching down to me” leaves some space 
for interpretation (stanza 1, line 6). It could, among other interpretations, be 
understood as the hand of God. Whether this is a helping hand of God, or whether the 
hand is bringing all the nightmares, is difficult to say. It is clear, however, that a 
momentous event has taken place, and that both the world, and the narrator of the song 
are changed. This becomes apparent when taking into account the next stanza, in which 
the narrator’s tone changes, and his musings become more universal. 
                                                    
The second stanza picks up where the first one left off, with a reaction to the 
aforementioned event. The narrator muses on the events happening in the world, and is 
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bemused at what he sees. It is clear from the first two lines of the stanza, that a conflict 
of some sort is unavoidable. The first two lines situate the listener in the current 
situation: “What are we coming to / No room for me, no fun for you” (stanza 2, lines 1-
2). These lines, when evaluated through the lens of queer theory, can be understood as 
pointing out the disappearance of the stereotypical worldview, which there is no longer 
any room for. This is not literal, but refers to the fact, that the heteronormative 
narrative has played out its role, and that it is no longer adequate in describing the 
experiences of the younger generations. The second line refers to the fact that the young 
generation has yet to find its place, and to form an identity. This process is by no means 
a merry one, but one that requires hard work, and a reevaluation of one’s own identity.  
 
The following lines speculate on what will come, when the momentous event has 
taken place, and new generations are surveying the remains. These lines ponder the 
remnants of the narrator’s generation, and by the mention of books, refers perhaps to 
the literature and the culture of this time. He refers to the pain that his, and perhaps 
preceding generations have gone through, and how their experiences led them to a 
point in time, where the narrator, or someone else, ended up questioning their very 
existence: “Written in pain, written in awe / By a puzzled man who questioned / What 
we were here for” (stanza 2, lines 5-7). The stanza ends with the refrain from the last 
two lines of the first stanza, albeit modified so the ‘nightmares’ have now become 
merely ‘strangers’. This suggests that these are less frightening, but still not 
understandable for the narrator. This suggests a link to the generational gap, and the 
fact, that after the events of the historical time in which the song is taking place, the 
children, or the younger generation, are strangers, and that a historical shift has taken 
place.  
 
In the second stanza, it is not “All the nightmares” (stanza 1, line 8) that appears, 
but instead ”All the strangers” (stanza 2, line 8). The wordings of these two lines are, 
almost, the same, thus it seems that there is a relationship between “the nightmares” 
and “the strangers”. A stranger is by definition someone, with whom one is not familiar. 
Here it seems as if these strangers are people, whom the speaker of the song is 
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somewhat afraid of – people who are unlike himself. If the speaker belongs to the 
mainstream, or to the heteronormative narrative, then “the strangers” may be viewed as 
people who differ from the majority and from heteronormativity. In fact, during the 
period in which David Bowie created the Hunky Dory album, society was undergoing 
massive change, and minorities became increasingly vocal. As in the first stanza, the 
second also ends with the line: “And it looks as though they’re here to stay” (stanza 2, 
line 9), however the context is slightly different here. In fact, this stanza explains the 
reaction of the parents, when their children are making acquaintance with the children 
of strangers. 
 
In the third stanza the children are addressed as “You pretty things” (stanza 3, 
line 1) who is “driving / Mamas and Papas insane” (stanza 3, line 2-3). These lines 
support our point in the above paragraph. Moreover, the speaker tells the listeners that 
they have “gotta make way for the Homo Superior” (stanza 3, line 8). This is one of the 
most important aspects in the song. ‘Homo Superior’ seems to be a play on words 
denoting some kind of human being that is further evolved than the Homo Sapiens. As 
such, we are dealing with an entire new step in the evolutionary chain of mankind. In 
the context of the song, this is likely a signifier for the new generation, as it has 
connotations pertaining to the future, and because of its relation to the ‘pretty things’. 
However, this stanza seems to also be suffused with an ironic distance on the speaker’s 
part. It appears that he is not overly enthused with the attitude of the younger 
generation, and that the change from the old to the new generation is not destined to be 
a clean break, but a messy one. 
  
In stanza four, the speaker directly addresses the older generation, and begs 
them to consider what they have wrought on the world, in the shape of their own 
children. It seems as though the speaker is pointing out, that the younger generation did 
not by itself start a rebellion, but was pushed in that direction, by the actions of their 
parents. Furthermore, he lets them know that there is no going back, and that the 
children will be a new race, as was made clear by the mention of the ‘Homo Superior’ 
earlier in the song. He ties this into a survey of the actions of the older generation, and 
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the way they have treated the Earth, and presumably, the younger generation. We 
encounter the term “Homo Sapiens” here (stanza 4, line 7). In an above paragraph the 
term ‘Homo Superior’ was discussed, however in this situation the term is used in a 
different manner. Indeed, ‘Homo Sapiens’ is merely the latest evolution of the human 
being, hence not necessarily the fully developed version of the human race, neither 
psychologically nor physically. It is possible that the narrator, with the term ‘Homo 
Sapiens’, is referring to the parents. For as the children of new the generation is already 
maturing, he is still in the process of growth, and it looks like that the child no longer 
need the aid and assistance of the parents. The speaker then reinforces his belief that a 
generational gap has emerged, by repeating the phrase “All the strangers came today”. 
Thus, the old generation will be replaced, but they have brought it on themselves, and 
have “outgrown their use” (stanza 4, line 7).   
 
In the fourth stanza, the speaker refers to the Earth as “a bitch” (stanza 4, line 5). 
This statement seems to be an assessment of life on Earth, rather than the planet as an 
object. In this sense, the narrator is describing life, or existence, as ‘a bitch’. 
Furthermore, these lines, ‘‘we’ve finished our news; Homo Sapiens have outgrown their 
use” (stanza 4, lines 6-7) signify that the population of Earth itself has created for 
themselves a harsh living environment, and the old generation is not making any steps 
further, because they have come to the end of their lives, and they must leave space for 
the new generation to realize themselves.   
 
In the fifth, and last, stanza of the song, the most important sentences for this 
analysis are the ones ending the song. From these, one can interpret that the child or 
children, and as such the next generation, will have to be able to develop and obtain all 
the necessary traits to reach the higher evolutionary stage, higher than the parents’ one. 
In Bowie’s words: “Let me make it plain; you gotta make way for the Homo Superior” 
(stanza 5, lines 7-8), and indeed not merely for the “Homo Sapiens”.  
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To sum up our analysis of this song, the narrator focuses on the generational 
shift from the older to the younger generation. He points out, that the older generation 
has failed, in many ways, and we are left with a younger generation that has yet to find 
its own way. Throughout the song, the speaker approaches the subject with an ironic 
distance, thus making it clear, that the events taking place are not entirely positive, but 
also problematic. The chaos surrounding the generational shift is a theme that pervades 
many of the songs on the two albums we are analyzing.  
 
4.1.3 Analysis of “Kooks” 
As mentioned in the introduction to Hunky Dory, “Kooks” is the song David Bowie 
dedicated to his first born son, Duncan Jones. In the lyrics, he directly addresses his son, 
who was born in 1971, the year of the album release of Hunky Dory. Duncan Jones is the 
only child from Bowie's first marriage. As Bowie speaks as a father to his son, his words 
are presumably more sincere compared to other songs in which he acts out different 
roles and personalities (e.g. Ziggy Stardust). 
 
The song opens with two repetitions of the chorus. Even though Bowie’s son has 
just been born and is not able to understand what is being sung to him, Bowie addresses 
his son using language which is quite advanced; formulations of adults, one might say. 
This possibly shows the equal manner in which Bowie interacts with his son.. He 
already sees his son as an individual with a clear, developed mind of his own. This 
appreciation of individuals seems easily relatable to the youth culture’s search for 
individuality. The process of questioning the existing regime and the capacity for finding 
new ways of expression had been developing in Western civilization for centuries, but 
had been picking up pace since the 1960s. In the first line of the chorus Bowie asks his 
son: ”Will you stay in our lover's story?” (stanza 1, line 1). Through this formulation he 
points out the free will of the newborn, and in general the decision of whether one 
wants to be part of a certain community or not. 
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The above theme can be related to SIT. Throughout the song, Bowie outlines a 
description of an ingroup. Included in this ingroup is his wife Angela Barnett and 
himself, the parents. This becomes apparent in the following line, in which he uses the 
word “couple”: “With a couple of Kooks” (stanza 1, line 5). Furthermore, the noun 
“Kooks” characterizes the ingroup, as well as it defines Bowie´s lifestyle to a certain 
degree.  In the following line “Hung up on romancing” (stanza 1, line 6) both these 
aspects are underlined. 
 
In the second stanza Bowie lists the preparations the parents have made for their 
son “We bought a lot of things/ To keep you warm and dry” (stanza 1, lines 1-2). These 
are ordinary things, but as Bowie goes on it seems that his ‘unconventional’ lifestyle will 
be somewhat mirrored in the upbringing of his son – towards the end of his list, the 
following lines occur (stanza 2, lines 5-8): 
 
And a book of rules 
On what to say to people 
When they pick on you 
'Cause if you stay with us you're gonna be pretty kookie too 
 
The first lines may be interpreted as being ironic, as “a book of rules on what to 
say to people” would go against the principles of the ingroup presented in this song – 
against the freedom of choice that the speaker of the song (or Bowie), as mentioned 
before, gives his child.  
 
In the line “When they pick on you” Bowie creates the outgroup (“they”) in the 
song. According to the next line in this stanza, the reason for this picking is ‘kookieness’. 
Thus, one can understand that the outgroup consists of people belonging to the more 
conservative, or perhaps mainstream, society. To an extent, the ingroup is also defined 
by that line.  
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As mentioned before, in Hogg’s SIT, these in- and outgroups are representations 
of prototypes (Hogg, 2001: 187). It is said that these prototypes are composed of a set of 
prescribed behaviors, attitudes, and feelings. The label ‘kookie’ defines an attitude or 
attribute that the ingroup possesses. Picking on other social groups is a result of the 
formations of social groups. Belonging to a group strengthens your self-image. Through 
enhancing yourself in being part of a group, you automatically discriminate the other 
group, at least to a certain extent. In this case, someone is being picked on, or will be in 
the future, because he does not conform to the mainstream, appreciated way of 
behaving.  
 
The second stanza opens with the lines “And if you ever have to go to school / 
Remember how they messed up this old fool” (stanza 3, lines 1-2). The “if” in the first 
line of this rhyme implies that there is an alternative to institutional education. Usually, 
school attendance is considered compulsory for children, when they reach a certain age. 
Again Bowie formulates his lyrics in such a way as to suggest that the choices in life are 
all left to the son himself – nothing is decided for him, he is an individual who can make 
his own decisions. Bowie makes the statement that he himself has been messed up by 
school, and thus, he critiques the educational system that was practised in the time he 
went to school.  
 
This critique may, however, apply to the educational system in general. For, 
Bowie goes further than merely offering his personal critique of the school system. 
Bowie directly encouraging his son to rebel against this system: “And if the homework 
brings you down / Then we'll throw it on the fire / And take the car downtown” (stanza 
3, lines 6-8). Burning something is a strong symbol for complete destruction. 
Furthermore, this statement can be understood as a reference to the student revolts in 
1968 in western societies. As mentioned in the history chapter, the students’ 
dissatisfaction with the educational system culminated in happenings such as 
occupations of universities. They rebelled in order to improve the conditions of their 
education. The rebellion was not only centered on what was happening outside of their 
personal environment anymore, but on their individual needs. As this is a released song 
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and was intended to be for a broad audience, it also addresses Bowie’s listeners. It 
seems as if David Bowie challenges his audience to question the established system, and 
to live a life that is not adjusted to standards. As has been shown, this theme of changing 
the established system and embracing individual needs is a significant one on the album 
as a whole. 
 
4.2 The Rise and Fall of Ziggy Stardust and the Spiders from Mars 
The Rise and Fall of Ziggy Stardust and the Spiders from Mars is a concept album. 
It tells the tale of the alien Ziggy Stardust, who comes to Earth in order to save it, and 
who dies in the last song on the album “Rock n’ Roll Suicide”. Before his death, Ziggy 
plays rock ‘n’ roll with the Spiders from Mars, he wears funny lady clothes, and he is in 
all respects contrasting the conservative culture of society - and thus, the patriarchy. In 
this way Bowie impersonates ‘the aliens’ of society - the outsiders, the minorities, the 
counterculture. Ziggy is not merely an alien from another planet coming to Earth, he is 
also alienated from the society that he visits - he is, indeed, an individual, who differs 
from ruling social norms. An important aspect of the alien figure is that an alien 
possesses the opportunity to look at Earth, society, and its people with a new 
perspective - with an outsider’s position. The album tells us the story of Ziggy’s 
encounter with Earth and its people, and it tells us about the philosophy of Ziggy, which 
“is utterly personal – be yourself, whatever that is.” (Broackes and Marsh, 2013: 46).  
  
4.2.1 Analysis of “Five Years” 
“Five Years” is the opening track on The Rise and Fall of Ziggy Stardust and the 
Spiders from Mars. The song deals with substantial themes such as morality and life - 
and how, in the end, we are all just people living on the same Earth. Throughout the 
whole song there is a sense of urgency in the lyrics and in Bowie’s singing. In the first 
stanza the context of the song is revealed: “News had just come over / We had five years 
left to cry in” (stanza 1, line 3-4). Earth is dying, and people have five years left to live in. 
“Five Years” tells a story of different reactions to this apocalyptic piece of information. 
For the main part of the song, the atmosphere is somewhat chaotic and stressful. 
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However, as we will see in the following paragraphs, not everyone panics from these 
news - in the despair there is also hope, calmness, and a somewhat happy-go-lucky 
attitude towards life and death. 
  
Upon hearing the news, the speaker of the song, a first person narrator, lists all 
the things he (note; the gender of the speaker is assumed to be male) wants to keep and 
store in his mind: “I heard telephones, opera house, favourite melodies, / I saw boys, 
toys, electric irons and T.V.’s” (stanza 1, lines 9-10).  Thinking of all the things that he 
does not want to forget makes his “brain hurt like a warehouse” (stanza 2, line 1). 
Moreover, the speaker does not only want to remember material things, he also wants 
to remember “fat-skinny”, “tall-short”, “ “nobody” and “somebody” people (stanza 2, 
lines 5-8). Listed here are opposites, and thus it seems that the speaker lists all people of 
society – not merely few individuals, or part of society, but people as in all people on 
Earth. The speaker wants to store everyone in his memory. This is a wish, which comes 
as a surprise to the speaker, who says: “I never thought I’d need so many people” 
(stanza 2, line 9) – but perhaps what you need changes when you, and everyone else on 
Earth receives a death sentence. Thus, he adopts this embracing view of people - and an 
embracing of the queer, accepting all and everyone now that the end is nigh. 
 
Indeed, the speaker observes how people react in different ways to the news of 
Earth’s forthcoming death. First, the speaker describes the reactions of individuals, who 
all meet the news with a kind of despair.  A girl beats small children and is only stopped 
by the police. A soldier stares “into the wheels of a Cadillac” (stanza 3, line 6). The 
reason for this staring can be many, perhaps the soldier considers throwing himself in 
front of the car, or perhaps he is merely paralyzed by the shock of the news - it is not 
possible to say which, if any, is the right answer.  
 
The speaker also witnesses the following scene: “A cop knelt and kissed the feet 
of a priest / And a queer threw up at the sight of that” (stanza 3, lines 7-8). This picture 
is quite interesting. Within these few lines, Bowie (or Ziggy) tells a tale of how a 
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minority, the queer, relates itself to the heteronormative narrative – and it is 
immediately clear that this minority differentiates itself from heteronormativity. Both 
the cop (police, authority of the law) and the priest (religion) represent parts of society, 
which are stereotypically against the queer (homosexuality). The first two are, 
moreover, power symbols. Together they represent law enforcement and reinforcement 
of ‘the soul’. Until 1967, being homosexual was still illegal in Britain, and homosexuality 
has been unwanted by the church - both law and church have been powerful norm-
setting parts of society with a mutual ‘enemy’ until ’67 (Cann, 2012: 185). Thus, it does 
not come as a surprise that this ‘enemy’, the queer, would throw up at the sight of a 
police officer praising a priest - as if the police officer finds his moral guidance in the 
church, which is often exclusive towards that which deviates from heteronormativity. 
The queer (homosexuality) represents ‘outsiders’ of society, who are in the 1960s and 
early 1970s only just beginning to claim a proper place in society. Homosexuality is still 
not perceived as socially acceptable, and the queer is somewhat alienated from a 
society, in which the norms of e.g. the church and the mainstream majority rules the 
lives of the minorities.  
  
Not everyone reacts to the news in an intense and dramatic way. The speaker 
sees a person, who is merely living life as always, it seems: “I think I saw you in an ice 
cream parlour / Drinking milk shakes cold and long / Smiling and waving and looking 
so fine” (stanza 4, lines 1-3). The “you” presents an appearance of grace under pressure. 
“You” is not panicking, but is simply living in the moment, smiling, drinking milkshakes 
– the person is not letting the news of apocalypse interfere with this way of life. The 
speaker says of this person:  “Don’t think you knew you were in this song” (stanza 4, line 
4). It seems that the meaning of this is that in a story of the death of Earth, this relaxed 
and easygoing reaction is not the common one to tell – and thus, the person would not 
expect to be included in a song like this. For, if the majority of society reacts to the news 
with despair and chaos, then perhaps it is this story of the many that will be told. 
However, in Bowie’s (or Ziggy’s) songs the minorities also have a voice - as was seen in 
the above paragraph. Giving the minorities a voice is very much relatable to queer 
theory, as the speaker in “Five Years” does not only tell the tale of the dominant 
narrative of the mainstream. Instead, one might say, the song includes the point of view 
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of society’s social deviants – people who differ from the heteronormative majority and 
have another narrative to tell us. Because the “you” in the song reacts so differently to 
the other people one becomes aware of the fact that the reaction of the majority is 
merely one of many. As Ziggy looks on the life on Earth with an outsider’s perspective, 
so do the minorities look on the majority and society. The narratives of the minorities 
are interesting to give voice to. For, from their outsider position they (alien or human) 
can see the heteronormative society in a way that the people involved in this cannot.   
  
Despite witnessing the calmness of the “you”, the whole situation feels unreal to 
the speaker: “It was cold and it rained so I felt like an actor” (stanza 4, lines 5-6). 
Everything is so dramatic and theatrical that the speaker feels as if he is playing a role in 
a fictional play. He continues with the following: “And I thought of Ma / And I wanted to 
get back there / Your face, your race” (stanza 4, lines 7-9). These lines are ambiguous. It 
is uncertain whether the speaker longs to be at his mother’s side, or whether he wants 
to get back to the ‘milkshake person’, the “you” that was just mentioned before. 
However, from the way the speaker describes the “you” – being beautiful – it seems 
most likely that the speaker longs to see this person again, who so calmly and 
beautifully was sitting drinking milkshakes while the whole world was one large chaotic 
theatre scene. Yet the “you” in “Your face, your race” can be interpreted in another way, 
which may be interesting. In this line the “you” could mean the audience, to whom 
Bowie (or Ziggy) sings. Thus, in the lines “Your face, your race, the way that you talk / I 
kiss you, you’re beautiful, I want you to walk” (stanza 4, lines 9-10), the speaker is 
describing the audience - he addresses all people, the whole human race. In this 
embracing of diversity, it seems the intention is to empower all. Everyone, every 
individual, is beautiful, and the speaker wants us to realise this and “walk” as we are. 
 
“Five Years” tells the tale of what happens to people, when they are told that the 
Earth will die in five years. With these different descriptions of people reacting in 
different ways to the news of Earth’s death, Bowie roughly describes two kinds of 
people: the ones who cope and the ones who do not. However, what Bowie really does is 
present us with a small spectrum of different people and worldviews - no one reacts in 
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the same way in the song, however some of the reactions are more similar, more filled 
with despair, than others. Furthermore, he touches upon the relation between 
majorities and minorities - letting the latter have a voice in the song too. The themes of 
the song is morality and how your perspective on life may change. The song seems to 
say that only when the end is near, or when something terrible happens, can you find 
changes in people’s values and in the heteronormative narrative - it is only when the 
news of having five years left that the speaker realizes that he needs all people. At this 
time the speaker’s view of humanity becomes embracing to an extent it has not been 
before. The speaker attempts to empower his audience, and he encourages all to be who 
they are, whatever that might be. In the song, the speaker gives everyone a voice - 
whether this voice conveys feelings of despair or joy. All is equal, one might say, even if 
it takes a disaster for one to realize this fact. Here, in the face of the death of Earth, we 
are all just humans with five years left to live in. 
 
4.2.2 Analysis of “Starman”  
The narrator of the song begins by establishing the setting he finds himself in 
(note; the gender is assumed to be male for simplicity). He is listening to the radio when 
all of a sudden, some sort of interference is blocking out the rock n’ roll music that was 
playing. He speaks of a “hazy cosmic jive”, meaning a sound from space, which might be 
music or noise. This relates to the song’s title and the chorus’ person of interest, the 
‘starman’. The name and presentation of this character holds some interesting 
connotations. We are dealing with some kind of being, connected to the stars, who is 
“waiting in the sky”. A being that is alien to us, but still a ‘man’, something tangible and 
familiar. The stars are visible to us, but out of reach. The starman could then be 
interpreted as a being that is somewhat known to us, but whom we have yet to actually 
meet. “He’d like to come and meet us”. This line supports the notion that he is a stranger 
of sorts. 
  
Alien though the starman may be, he still wants to meet with ‘us’. It is difficult to 
say who this ‘us’ is, other than being the group with which the narrator identifies 
himself. It might be the whole of humanity, which would make sense, the starman 
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wanting to meet mankind as a whole. It might also be that the narrator and his group 
are ‘the children’ who are mentioned in the last part of the second stanza. This seems 
plausible in light of the last line in the third stanza, where it is said that ‘poppa’ (father) 
would lock ‘us’ up if he is told about the starman. This seems to strongly indicate that 
the narrator belongs in the ‘children-group’. On the other hand, if ‘poppa’ stands as a 
symbol for the government or a patriarchy, the narrator’s ‘us’ and ‘the children’ may be 
two distinct groups. The third stanza seems to suggest a communication between the 
narrator and someone else, a member of the ‘us’ group that ‘poppa’ would lock up, “I 
had to phone someone so I picked on you”. This establishment of an ‘us’, a group that 
the narrator is a part of, forms the first of three or four different but interrelated 
factions, the other three being the starman, the children and poppa. These also make up 
the characters we are dealing with. The ‘us’ that is spoken of throughout the song might 
not always refer to the same group, so it is possible that the ‘us’ with which the starman 
communicates might be humanity as a whole. This would put the narrator in a 
mediatory position between humanity, or the ‘us’ group, and the starman. 
  
Seemingly, there is something about the starman that we are not prepared for; 
“but he thinks he’ll blow our minds”. He also seems to possess some knowledge of 
future events, warning us “not to blow it, ‘cause he know it’s all worthwhile”. This could 
indicate that it is this knowledge he possesses that would ‘blow our minds’. It is also 
shown in the second stanza that he communicates somewhat with the narrator, “He told 
me […]”. This would further indicate some link between the narrator’s group and the 
starman. 
The second stanza finishes with a message regarding ‘the children’, and a certain 
‘it’ that they should lose and use. When this ‘it’ is supposed to be both lost and used, it 
becomes difficult to assert what it might be. As such it may be possible that the two lines 
refer to two different things. To ‘lose it’ can also mean to go crazy, to let go of normal 
behavior and ‘act out’. What they are supposed to use, then, could refer back to the same 
thing they are supposed not to blow. This is probably indicative of the future, since the 
starman seems to know something about this in advance. “Let the children boogie” 
would likely be a wish for the children to dance, be free and happy. If this is the case, the 
last three lines of this stanza reads as following; let the children go nuts, embrace their 
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future and be free. This sums up the message that the starman would bring to humanity; 
that the future belongs to the children. 
  
In the third stanza, there is at least one other line of particular interest, “If we can 
sparkle he may land tonight”. The immediate interpretation of this is that it denotes a 
landing track, if the ‘us’ group can light up the way, the starman can land on earth. 
However, the relation between the act of sparkling and the stars is so strong, that it 
seems more likely that the narrator and his group are supposed to imitate the starman. 
As such the line reads as needed action for the starman’s arrival. If we can sparkle like 
the stars, he may feel more welcome, he might not be so afraid to blow our minds. 
  
The third stanza also includes the introduction of poppa, as mentioned earlier. As 
stated, this father figure is in all likelihood a symbol of patriarchy and general authority, 
in essence, the parent generation. As such, this figure stands in symbolic opposition to 
the children, the younger generation. Poppa is not being told of the starman’s coming, 
for fear that he would deter the children in ‘sparkling’ and meeting with the starman. 
Poppa is apparently afraid then, likely a critique of the patriarchy and older generation 
as being afraid of change, preferring tradition and stability. This notion is further 
supported by the general confusion regarding the ‘us’ and the narrator. As stated 
earlier, it is at times unclear when ‘us’ refers to humanity and when it refers merely to 
the children, or the young generation. The uncertainty pertaining to the different 
groupings are relatable to the general turmoil of the era in which the song is written. It 
is easily imaginable that the disintegration of the nuclear family would cause some cases 
of identity crisis, and a lack of sense of belonging. Furthermore, this apparent fluid 
presentation of group-belonging could be relatable to queer-theory’s notion of the 
plurality of oppositions. We are not dealing with hard and fast one vs. the other (binary 
oppositions), but rather a more muddy and grey-scaled picture, as the narrator 
seemingly switches from identifying with the youth-group, to humanity as a whole.  
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With the vagueness surrounding the character of starman and the connotations 
we have linked to him, it seems likely that he is not an actual being as such but rather, 
like poppa, a symbol of something. This symbol is built up by different signifiers such as 
stars, humanity, the sky, and foresight. Our interpretation is that he represents an idea, 
something the human race is vaguely aware of, but which comprises a goal that is not 
yet reached. This gives the song a revolutionary aspect. It is very clear that something is 
on its way, something belonging to the young generation, and of which the parent 
generation is afraid. It comes from the stars, we can gaze upon it but not yet touch it, 
merely dream of it. It must be some sort of change, which is unprecedented. It may be 
that humanity is not ready for it, this could ‘blow our minds’ after all. So it must be a 
very radical idea, embodied by the youth, shunned by authority but firmly rooted in the 
future. This interpretation is thematically compatible with the character of Ziggy 
Stardust. In fact, it is not altogether unlikely that this song tells the story of Ziggy’s 
arrival on earth. The ideas and themes that Ziggy embody line up rather well with the 
ideas that the starman symbolizes.  
This is all very much relatable to the era in which David Bowie wrote this song. 
The elements of change, youth, revolution and strange ideas all point in the direction of 
the counterculture and general aspects of the young generation of the times. The song 
generates a feeling of impending change; something is just on the verge of happening. 
Someone, or something, is about to arrive, and it is up to the young generation to realize 
whatever revolution or dream the starman brings with him. Whether we interpret the 
song as describing the student revolts, the black/gay civil rights movement, or even a 
Marxist revolution, the themes remain the same; change is in the air, brought and borne 
by the young generation.  
 
4.2.3 Analysis of “Lady Stardust” 
“Lady Stardust” is a song from the The Rise and Fall of Ziggy Stardust and the 
Spiders from Mars album that deals with performativity and gender confusion. The text 
tells the tale of a male protagonist who dresses up and performs as a woman in a band. 
The narrator of the text is conveying his experiences regarding this singer, referred 
continuously to as ‘he’ and Lady Stardust. This goes some way to convey a notion of 
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gender deconstruction. Traditionally, the title of “Lady” would be incompatible with a 
man or boy. It seems that the obvious interpretation of the person in question would be 
that he is doing some kind of drag-performance. The narrator seems taken or fascinated 
by this performance, remarking how Lady Stardust “was alright” and “awful nice” 
(stanza 2, lines 2-3). Other people however, have different reactions and are said to be 
staring “at the makeup on his face” and laughing “at his long black hair” (stanza 1, line 1 
and stanza 2, line 2). With these different reactions to Lady Stardust, we actually see 
two colliding perspectives of society. There are the “People”, who we can assume to 
represent the mainstream, who react with ridicule to this new phenomenon (stanza 1, 
line 1). On the other hand we have the narrator, representing a more open-minded 
approach to the singer.  
 
The phrase “animal grace” is interesting, because the apparent oxymoronic 
nature of it summarizes the two viewpoints (stanza 1, line 2). “Grace” is a compliment 
pretty much no matter the context, but the “animal” prefix could lend it an ironic twist, 
with ungraceful bestial connotations. Besides being both a compliment and an insult, 
the phrase could also indicate an assessment of Lady Stardust as possessing some sort 
of natural grace, if we view the “animal” moniker as an indication of belonging in the 
natural world, and not as an expression of brutishness. As such, the phrase seems to be 
a refutation of any claim towards the unnaturalness of a transgender performer. 
 
In the third stanza we see a continuation of the theme above. Whilst performing, 
“Femme fatales emerged from the shadows, to watch this creature fair” (stanza 3, line 
1). Here the Lady is described as a fair creature when beheld by these “femme fatales”, 
who could as such be interpreted as some segment of the queer community. These ‘fatal’ 
or ‘deadly’ women seem to share the narrator’s fascination of the Lady. It seems likely 
that we are dealing with a group of women who are in some way connected to the queer 
community, and as such they are not examples of the typical femme fatale archetype. 
We can assume that the expression is used here to signify lesbians or radical feminists, 
seeing that these may very well fit the description of ‘fatal women’ in the eyes of the 
contemporary society. This minority is once again paired with its adversary, here the 
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boys who “stood upon their chairs, to make their point of view” (stanza 3, line 3). This 
seems to indicate some protest from these boys, likely ridiculing or throwing slurs at 
Lady Stardust. In any case, they are making a stand and a statement. 
 
In this same stanza, we are shown the narrator’s feeling regarding the situation; 
“I smiled sadly for a love, I could not obey” (stanza 3, line 5). This sad smile could 
indicate a feeling of regret or despondency relating to Lady Stardust or the queer 
minority as a whole. The narrator seemingly possesses some form of love or desire, but 
finds himself unable to pursue it. Coupled with the second stanza’s positive review of 
the Lady’s performance, this likely indicates that the narrator feels drawn and 
fascinated by the queer community or lifestyle, but is so entrenched in mainstream 
relations and perspectives that he feels it to be impossible to break loose and follow his 
heart. This interpretation is further supported by the standalone line “Oh how I sighed 
when they asked if I knew his name” (stanza 5, line 1), which could very well indicate 
that the narrator is well aware of the singer’s name, but chooses not to let the boys on, 
for fear of exclusion from the mainstream. 
  
Lady Stardust is presented not only as a kind of idol for the queer lifestyle, but 
also as a spokesman, a conveyer of the queer experience. He is said to sing “of darkness 
and disgrace” and “dismay” (stanza 3, line 7). The word “darkness” is repeated, and as 
such it can be interpreted that this serves to establish a core theme pertaining to the life 
of the queer. They live on the darkened outskirts of mainstream society. The word also 
conveys associations with sadness, depression and the feeling of not belonging. Cast out 
from the mainstream, they are left to roam the shadows. This goes hand in hand with 
the two other themes that Lady Stardust sings of, disgrace and dismay. They are 
disgraced by the majority and cast out, but they are in no way happy about it.  
 
In sum, the song forms a gloomy critique of the heteronormative. There is no 
recurring anger to be traced, only a certain sadness that things are the way they are. The 
character of Lady Stardust in itself exemplifies the notion of the deconstruction of 
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gender, especially in light of the narrator’s response to the performance. The narrator is 
shown as being very much sympathetic towards the queer and Lady Stardust, perhaps 
even possessing some feelings of love towards them. As such, the song projects not only 
a view of the queer minority that goes against that of the heteronormative hegemony, 
but also shows us society’s usual response in the form of the hecklers commenting on 
Lady Stardust. 
 
4.3 Preliminary findings 
Having analyzed these six songs, we have come across a number of recurring 
themes. The song “Changes” presented us with images of change in relation to the 
younger generation. That time inevitably brings change is a recurring subject of the 
song and the children, or young generation, epitomize this in the sense that children are 
in all respects the future of humanity. “Oh! You pretty things” describes a society in 
upheaval from the perspective of a narrator who is seemingly outside of the 
mainstream. The song signifies the rise of a new generation of people and the decline of 
the previous generation, but with enough of an ironic tone to problematize this 
generational shift.  
In “Kooks”, we likewise see themes pertaining to the young generation. The song 
focuses on freedom of choice, free will and more generally, the freedom to choose which 
group to identify with. It also contains certain critical comments on education and 
upbringing, which we have set in relation to the student revolts of the late 60’s. 
“Five Years” lists a variety of experiences by different people facing the end of 
the world.  The overall message of the song seems to be that the change to a holistic 
worldview can only occur in society following a terrible event. The heteronormative 
worldview is questioned from an outside, or queer, perspective in light of the planet’s 
downfall. In this event, all of humanity is suddenly comprised of equal individuals. 
In the song “Starman” we interpreted the ‘main character’ as the symbol of an idea, 
rather than a physical being. Again, we see the themes of youth, future and oncoming 
change. Additionally there is an inconsistency of groups, where humanity and the young 
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generation are used somewhat interchangeably. The song challenges the patriarchy, 
sets the stage for change, and maybe even revolution.  
The story in “Lady Stardust” is told from the perspective of someone who 
identifies with the heteronormative, but who is quite sympathetic to the queer minority. 
As such, the song narrates the woeful experience of the queer, having all the more 
impact in light of the reactions of the mainstream to “Lady Stardust”, which are also 
presented. The song denotes no revolutionary elements or anger against authority, but 
it presents a certain sadness towards the patriarchy. 
  
The overarching themes we have found seem to consist of elements pertaining to 
youth, or the younger generation, change in society as well as in humanity, giving voice 
to minorities, as well as critical assessments of heteronormative hegemony. There is a 
great deal of focus on children, understood as the children of the older generation. They 
are in most cases illustrated as the catalysts or bringers of change, and the aspects of 
time and future is connected to them. With these elements of change brought on by the 
young generation, it is perhaps not surprising that the patriarchy and parent generation 
is portrayed as a resistance to this change. At times, certain minorities are portrayed in 
a positive way, shown as opposed to hegemonic rule. There is an air of sympathy and 
acceptance towards the ‘strange’ and the queer.  
 
Chapter 5 
Discussion  
5.1 Introduction 
In this chapter, our choice of method, theory, and avenues of analysis will be 
discussed and evaluated. The main points that have been made throughout the project 
will be identified and isolated, and these will be presented and discussed in relation to 
the choices made in this project. Our approach has been one that focuses 
simultaneously on identifying the main narrative, or narratives of the culture in Britain 
in the late 1960s and 1970s, and relates this narrative to David Bowie's two albums 
Hunky Dory and The Rise of and Fall of Ziggy Stardust and the Spiders from Mars. Our 
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main theoretical foundation has been based on queer theory, but drawing on some of 
the more central points of SIT, thus branching out from a theoretical framework that we 
have used mainly as a tool for literary analysis, to embrace a sociological view of the 
historical events of the time as well. This has enabled us to explore the classical 
narrative of the generational gap and its roots through David Bowie's work, and to 
identify how this narrative has influenced Bowie, and how he understands the changes 
in society in the 1960s. However, since we have worked with a field of research that is 
diffuse, we have had a wide array of possibilities in terms of which geographical areas 
we wanted to focus on, which theories we wanted to apply, and which of David Bowie's 
albums we wanted to work with. This section explores these choices, and evaluates 
whether or not other avenues of research might have proved equally fruitful. 
 
5.2 Discussion of choice of theory 
Queer theory is not a well defined term, nor can it be, in what it seeks to 
accomplish. The foundation of queer theory is to seek out oppositions, classifications 
and norms, and to explore whether these are adequate in describing the experiences of 
the individuals that are included in these. Often when applying queer theory, one seeks 
to understand and challenge the heteronormative from the point of view of the perverse 
or at least the marginal. Thus, the choice of queer theory as our main avenue of research 
was an obvious one. David Bowie is a performer that changes with the times he lives in, 
and he is often at the forefront of the change, being a part of, or even a catalyst for it. He 
was a pioneer in being a relatively accepted and well-known artist that challenged 
gender stereotypes and our understanding of sexuality as something that was binary, 
and had sharp boundaries. Instead, his view of it seems fluid, and challenges the need to 
adhere to any one sexuality, or to be a part of any one gender. He is a perfect fit for an 
analysis based on queer theory, and it was as if the choice of theory was made 
beforehand. Naturally, this is problematic in and of itself. There are certainly other 
theories that could have been applied in an analysis of the two albums we have chosen 
for this project. In the choice of queer theory, one embraces the need to look, not at a 
piece of art in a vacuum, but its relation to the paradigms of society, and especially the 
relationship between the cultural centre, and that which is marginalised. Our hand is 
thus forced in our need to consider the inspirations of David Bowie, and to consider 
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how the society of the time looked. An avenue of research in which this is not the case, 
could be a reading of his works based on new criticism. This is a theoretical approach 
that ignores the historical context of the work completely, and focuses only on a reading 
of the specific text. In this, we might have been less influenced by the historical context 
in our reading of David Bowie's works, and have found different results altogether. 
Another approach that could have been taken, could have been a more 
phenomenological one, in which we would have considered in greater detail the 
relationship between the listener and the work itself, using some branch of reader-
response theory. While this is impractical, because the period of time we are interested 
in is so far removed from our reality, certainly we could have drawn interesting 
conclusions from such an approach. It is clear, from this brief survey of different 
theories that could have been applied, that our approach is not the only, nor necessarily 
the best, tool for the job at hand. However, we consider queer theory to be better suited 
in an attempt to understand the motivations of people relatively far removed in time, in 
accord with our understanding of Bowie's work. It is clear that our work is entrenched 
in the frame of reference that is queer theory but it seems equally clear that in its 
striving for a new way of describing all parts of the human experience, queer theory is 
less restrictive than other theories and is thus less likely to influence our understanding 
of the 1960s and 1970s in relation to David Bowie's works. 
 
5.3 Discussion of choice of albums 
As mentioned before, Bowie was a figure of change, and has often been at the 
forefront of any movement for change in society, especially ones that recognize the 
experience of previously marginalized peoples as being equally as valuable as that of the 
majority of people. Furthermore he was an active part of the movement for the support 
of gay rights (perhaps not by his own design, but his influence is undeniable), and with, 
among other acts of gender subversion, the album cover of Hunky Dory, depicting 
himself as Greta Garbo, he was very much involved in eschewing gender stereotypes as 
well. But, he was also a performer that rarely dwelled on any one issue in his works. The 
David Bowie of the 1980s was removed from his earlier, slightly transgender 
counterpart in the 1970s. Thus, any selection of a small part of his oeuvre will define the 
topic of research. In selecting the two albums, we were locked into writing about the 
Roskilde University    Group 10    21.05.2015 
Spring semester 2015    No. of characters: 139.082 
51 of 67 
 
topics that he found interesting and important at the time. This relinquishes some of our 
power of choice, and means that we allow our research to be dictated by the very object 
we wish to study. This is, however, a large part of being a scholar who uses queer 
theory. We accept that our position relative to the text we are studying has an enormous 
influence on our analysis and the conclusions that we are able to draw from this. In 
order to practice queer theory, we concentrate on avoiding to distance ourselves from 
the time we are situated in, the time we are studying, and the work itself. We immerse 
ourselves in it, and study the complex relationships that have formed and are formed 
by, our area of study (Greene, 1996: 330). 
An artist like Bowie can not to be understood in a linear way, by embarking on a 
search for causality where there is none. Instead, one must accept his oeuvre as a series 
of works that are related to the time in which they were written, and understand that he 
will have changed, as will the times, by the time he embarks upon creating a new album 
or a new persona. We accept, that in choosing Hunky Dory and The Rise and Fall of Ziggy 
Stardust and the Spiders from Mars as our objects of study, we inevitably have to work 
with the period of time in which they were written. This would be the case regardless of 
which albums we chose. 
 
5.4 Discussion of choice of songs 
The albums are not two homogenous entities as they consist of songs that are not 
necessarily related to one another. This is especially true of Hunky Dory, but also to a 
lesser degree for The Rise and Fall of Ziggy Stardust and the Spiders from Mars. The 
songs on each album deal with different themes, and in listening to them, one is at first 
impressed with the differences in the songs, ranging from extremely happy refrains to 
deeply philosophical lines, dealing with the issues society faced at the time. It is 
important to recognize that based on the choice of songs, one could obtain an entirely 
different focus, than the one chosen in this project. In the approach to the albums, it was 
important to recognize similarities instead of differences, thus creating an object of 
study that was, to the degree that this was possible, tangible, and had boundaries. The 
research done here is focused on the songs that deal with society at large, and the 
changes happening within it. 
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In the mixture of themes and emotions, we have analysed six songs (“Changes”, 
“Oh! You Pretty Things”, “Kooks”, “Five Years”, “Starman”, and “Lady Stardust”) that 
embody this theme, more so than any other overlying theme, and we have framed these 
within the historical narrative of the society in the 1960s and 1970s. Since we were 
inclined to focus on societal change and social issues, these were obvious choices. Other 
songs related to this are “Suffragette City”, “Life on Mars?” and “Rock n' Roll Suicide”, 
although these are less obviously related to the subject. When considering our choice of 
songs, it is important to notice that our decision was very much informed by our choice 
of using queer theory as our theoretical foundation, given that our choice to focus on 
social changes in the 1960s and 1970s was informed by our embrace of queer theory as 
well. As such, our choice of area, methods and time frame of study are very much 
related, which makes for a fluid working process, but leaves little room to problematize 
the choices during the process. In the end, it seems that the relation between theory, 
history and art, reinforces the points made in this project, rather than subtract from 
them. 
 
5.5 Discussion of theory 
In this section, our application of queer theory to the subject of the two albums 
and the youth culture of the 1960s and 1970s will be explored more deeply, and 
discussed. Related to this, our choice of including SIT, and the degree to which this has 
been helpful in our endeavors, will be discussed. Queer theory is, as mentioned, not a 
single, coherent theoretical approach, but consists of a set of ideas about the 
assumptions that form the basis for our society, and the degree to which these are 
appropriate, or need to be challenged. In the application of queer theory, one seeks to 
identify norms, traditions, or simple pairs of oppositions that are used to describe the 
experiences of people in a given society, and then to challenge these. Following this, it is 
the goal of the queer theorist to set aside binary pairs of oppositions, and clear-cut 
traditional definitions of people, and substitute this with an unfolding of people's 
experiences, promoting plurality instead. Our approach has been to understand the 
traditional narrative of the 1960s and 1970s, and explore this through our analysis of 
David Bowie's two albums. Queer theorists are often interested in understanding and 
challenging the heteronormative cultural center of a society through the eyes of the 
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oppressed, the marginalized and the perverse. The 1960s and 1970s provides us with a 
rich area of study in which to practice these ideas. That the 1960s and early 1970s were 
a period of rapid change is understood by most people, but we have sought here to more 
deeply explore the web of relationships that made it such a tumultuous period. To 
enable us to do so, we have approached the subject from different angles. Firstly, we 
have described the historical events that formed both the youth culture in the 1960s 
and David Bowie's life. Secondly, we have worked to gain a theoretical understanding of 
queer theory, and we have applied this to our analysis of a selection of songs from the 
two albums. Lastly, we have worked with SIT, in an effort to better understand the 
social processes that formed both the society, and David Bowie's career. 
 
Queer theory was an obvious choice, as mentioned, but the theoretical 
framework itself is not fully fleshed out, and it is thus difficult to produce tangible 
results. This is the reason for our application of SIT. The British society, and the society 
of all the Western countries, were not in the 1960s equipped with understanding the 
youth movements. Their view of the world was, in most aspects, binary. The us-and-
them-mentality of the Cold War was prevalent in all aspects of society, and as such, we 
should think of society previously to the late 1960s, and the experiences of the people 
who lived in it at the time, in terms they understood themselves. We can apply queer 
theory to problematize this worldview, but if this was in fact the way they saw the 
world, this is a poor representation of how they viewed the world. Instead, we apply SIT 
as a means to understand people’s own understanding of which group they belonged to, 
and in relation to this, their understanding of themselves. When using SIT, we 
understand that people do not see themselves as individuals, but more exemplars of a 
category, or representations of a certain group (Turner, 1985). As such, they are unable 
to see others as individuals, but try to identify whether or not the people belong to their 
group, the ingroup, or to another group, an outgroup (Hoog, 2001). When we consider 
the British population in the 1960s and 1970s through this theory, it is perhaps more 
clear why the generational gap burst into existence in precisely this period of time. In 
this paper, we have shown which influences were vital for the identity formation of 
young people, and have seen that a multitude of factors are relevant in this, among 
others; rising levels of education, affluence and as a result of this, freedom, new styles of 
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music, increased access to news, and the protest movements for civil rights and against 
the Vietnam War. With such an array of influences, it must have been difficult to remain 
inside the traditional narrative of us against them, or the normal people against the 
weird outcasts of society. We used social identity as a way to make a breach in the 
object of study, and we then explored the subject further through our application of 
queer theory. As such, SIT has been used to a lesser degree than queer theory in order 
to understand these group-relations that we see established in David Bowie’s lyrics. 
While queer theory’s notions of identity performance and construction forms the 
theoretical foundation of the project, the necessity of SIT became increasingly apparent 
to us as we analyzed the lyrics. We found strong indications of in- and out-group 
establishment, to which SIT helped create a basis of understanding.  
 
When applying queer theory, it is important to be aware of one's own 
circumstances. It is difficult to move outside of the mainstream of society, and look in. 
The world is still, despite massive changes in society, mostly defined by binary 
oppositions. We are aware that there are people that are different, and that this is 
acceptable, but we are not yet a part of a society that embraces plurality and celebrates 
uniqueness. As such, we must question our own ability to apply queer theory in our 
understanding of the 1960s and 1970s through David Bowie's music. There is no simple 
solution to this challenge, but it is necessary to consider it at all times, and to view our 
results in light of this challenge.  
Whether or not we succeeded in our efforts at understanding the 
heteronormative center of society through queer theory, in the section below, the 
findings of our analyses of Bowie's two albums are presented and discussed. 
 
5.6 Discussion of analysis 
The analyses of the songs on the two albums are not made by the same person, 
and as such, the approaches to analysis differ, and the results are not objective. 
Naturally, objectivity is not the point in queer theory, but this is just to suggest that our 
results are naturally influenced by our unique perspectives. The songs were analyzed 
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with queer theory and, to a lesser extent, SIT in mind, and as such, this might have had 
an influence on the themes that were selected as being important to the analysis. As has 
been shown, however, despite the differences in the authors of the analyses, we were 
able to identify a set of themes that are prevalent on the two albums, and although the 
songs are different in many ways, we have shown that themes of youth, rebellion and 
the failure of the old ways are all important to the messages of the two albums. In this 
section, the process of the analysis is inquired into, and this inquiry enables the 
discussion of the results of the analysis. 
 
The analyses of the songs on the two albums are rooted in close reading of the 
song texts. In this reading, the most important themes are established and described. 
Following this, the themes are explored further throughout the song texts, creating 
enough evidence to make a convincing argument about the theme's importance to the 
song. This is then related to the society in the 1960s and 1970s, in order to analyze the 
songs in a more holistic manner. While the pattern is adhered to more in the analysis of 
some songs than others, this is the general pattern that has been used in the analyses.  
The application of queer theory is very rarely schematic and structured, but 
requires of the researcher a willingness to ente the text, and to understand it and its 
subject matter, in terms of the plurality that is so vital to the theory. This is no easy task, 
and it is clear that we have had greater success with this way of analyzing the songs in 
some cases than in others. It is also clear, that the conclusions we have drawn are more 
appropriate for some songs than others, and that we have, perhaps, forced the songs to 
fit with our interpretation of the 1960s and 1970s to a too large degree. In the following 
section, the results of the analysis will be evaluated. 
 
5.7 Discussion of results 
In our analysis, the principles of queer theory and SIT were applied in order to 
understand Bowie’s comments on the society he lived in, in the six songs that were 
selected. The songs were chosen specifically because they had a social relevance, and as 
such, the conclusions we drew from the analysis of each song were similar. Each of the 
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songs dealt in some way with one or more of three main areas of interest. Firstly, they 
dealt with the generational gap, and specifically the younger generation as the hope for 
change in the world. Secondly, they dealt with the inability of the older generation to 
accept change. Lastly, in some of the songs, Bowie sought to give a voice to minorities 
through his embrace of the strange or the queer. In this section, the results of the 
analysis are presented and discussed, and the focus here will be on what the results are 
useful for, as well as presenting alternative conclusions that could have been drawn 
from the analysis.  
 
In both songs “Changes” and “Kooks”, the main theme is that of a young 
generation, that is going to change the world. In “Changes”, the song portrays the older 
generation directly as being resistant to this change, but stresses that the younger 
generation will end up enabling the change in any case, and that the old generation 
should get out of the way, and let them do what needs to be done. In “Kooks”, a narrator, 
who is presumably a parent, tells his or her child about what it will be like to grow up in 
a world where other people are stuck in their traditional lives, and where the narrator, 
as well as the child, are able to embrace a new world, in which freedom is the main 
virtue. “Oh! You Pretty Things” touches on the same theme, and discusses the failure of 
the old generation in taking care of the Earth, and of their own children as well. It 
portrays the younger generation as a better one, with a certain ironic distance, that 
ushers in a new era, perhaps, for humanity. These three songs from Hunky Dory all deal 
with the generational gap that was becoming increasingly apparent in the late 1960s. 
Yet, the young generation is still portrayed as children, suggesting that the change is 
relegated to sometime in the future. On The Rise and Fall of Ziggy Stardust and the 
Spiders from Mars, Bowie is more dramatic in his representation of the generational gap, 
and the changing times, and relates it to the necessity of embracing different types of 
people, and especially the queer. This was also a theme on Hunky Dory, especially 
symbolized with Bowie parading as Greta Garbo on the front cover, but it is made more 
explicit on this album. On this album, more so than on Hunky Dory, there is a sense of 
urgency, and of an oncoming cataclysmic event waiting to happen, intertwined with the 
themes of the generational gap and the lack of acceptance of the strange and the queer. 
This is particularly clear on the opening track “Five years”, in which Bowie, or Ziggy, 
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portrays the events that take place after humanity has been made aware that the end of 
the world will happen in five years. While the song portrays the panic that engulfs 
mankind, it also touches on important points relating to how minorities are treated. 
And, as it is mentioned in the analysis, it seems clear that any change in the 
heteronormative narrative will only come about through some cataclysmic event. While 
it is not clear what this event might be, it could certainly pertain to the tumultuous 
times in which the album was released. The inability of mankind to change is explored 
further in the song “Starman”. In this, Bowie presents us with the fact that a starman or 
an alien is near Earth, and that, while he would like to come visit, we would not be ready 
for this. The interpretation here is that the starman is not as much an entity as it is an 
idea. Humanity is not yet ready to accept this idea as wisdom. Bowie then goes on to 
explain why we are not ready, and the song touches on many of the same themes that 
were touched upon on Hunky Dory. We do not yet treat our children with the respect 
they deserve, as it is made clear with the character of Poppa standing in for the 
ignorant, unaccepting patriarchy. Lastly, the song “Lady Stardust” is a more specific 
reference to the queer or transgender community as being oppressed in the traditional 
society. In this, a performer, who is presumably Ziggy Stardust, is performing on stage at 
a concert, and is viewed from the point of view of a person who is not quite a part of the 
traditional society, but who is scared to stand with the queers. In the song, a group of 
people is ridiculing the performer, and this saddens the person whose point of view we 
share. The song is a critique of the heteronormative society and how it does not accept 
the queer. It is thus a part of a larger project on the two albums of providing minorities 
with a voice.  
 
In the analyses we have seen a clear pattern of themes emerge as we delve into 
the lyrics. Based on our choice of theory, it is perhaps not surprising that we have found 
at least some of these themes. When we look at a text with the perspective given by 
queer and SIT, we will invariably focus on the themes that help illustrate our points. 
Nonetheless, seeing as we have found a collection of interrelated subjects across six 
different songs, we are comfortable establishing these as definite themes that are 
present in the albums. In the following we will discuss the implications of our analytical 
findings. 
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As previously presented, one of the main themes that is to be found across the 
two albums is that of ‘change’. Whether we are dealing with changes on a revolutionary 
scale or the slower paced enlightenment of society is not definitely stated. On the Ziggy 
Stardust album the character of these changes is pervaded by a sense of urgency and 
immediate action. We are on the verge of something, some kind of change. The album 
could be anticipating a second wave of student revolts. The numerous references to 
children and future events definitely place the act of change, or at least an adaption to it, 
in the hands of the young generation. In the songs from the Hunky Dory album we saw 
similar themes of change, but here the focus was more on the individual’s response in 
dealing with changes. As such these songs emit a more personal sense of relating to and 
dealing with change.  
 
The nature of the changes illustrated on both albums is, as mentioned, rather 
vague. This is of some interest in and of itself. David Bowie seems to advocate and 
present only the theme of change, without being specific as to its nature. As such, he is 
not forwarding any particular idea to his audience, but merely emphasising on the need 
for change. This unwillingness to specify whatever changes he had in mind, allows him 
to partake in the general sense of revolution and upheaval, but without the danger of 
being branded by his listeners as a protest singer or as belonging to one or other 
political group. This is interesting when considering his successful career in the years 
after Ziggy Stardust. Whereas other popular icons of the 1970s are still thought of as 
protest singers, or in the least associated with the rebellious youth of that decade, 
Bowie went on to explore other avenues of music. It could very well be, that because he 
was not necessarily branded as one kind of singer or another, he was free to re-perform 
his identity as he saw fit, and as such he could keep momentum in his career without 
fear of stagnation.  
David Bowie’s unwillingness to give voice to specific subjects of change is of 
some interest in view of the many changes already taking place during the 1960s and 
1970s. The decriminalization of homosexuality, the struggle of the Black civil rights 
movement, and the anti-Vietnam war movement already created a strong sense of 
upheaval and change. It is interesting, then, to consider what sort of changes Bowie had 
in mind when writing his songs. He was no doubt inspired by the social changes and the 
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pushing of boundaries, seeing as these are very much part of the themes his lyrics 
express. Whether he is referring to further changes, or simply expressing the current 
ones as a theme, is difficult to discern. Due to this, it seems conceivable that he is giving 
voice to the aspect of change simply to promote the current movements in society. In 
this interpretation, he is advocating the progress of the different movements as being on 
the right track. Bowie is praising the transition in society from a traditional hegemony 
to a more inclusive and tolerating perception of minorities, and voicing the need for 
further development in this area.  
 
Very much in relation to the theme of change discussed above, is the recurring 
subject of the young generation and youth culture. Often intertwined with the theme of 
change is the aspect of time, and moreover the separation between the old and new. The 
young generation is presented as the bearers of change, or the catalyst for it. In regard 
to the aforementioned sense of urgency, the children are shown to be right on the verge 
of bringing about some change. The parental generation is described as an opposition to 
the children, their time of influence is nearing its end, and with the future comes the era 
of the new generation. Again we see no definite answer to what the new generation will 
actually do, besides take over from the previous one. Seeing that Bowie was himself 
very much a part of the youth culture at the time he wrote the songs of the two albums, 
it is perhaps not surprising that he would present the role of his generation as being of 
such importance. Whether or not Bowie felt as a part of the youth culture, with his lyrics 
he definitely placed himself well within the ingroup and advocated a specific view of the 
outgroup, that is, the older generation.  
 
5.8 Discussion of the treatment of Bowie’s works in relation to social context 
An important theme throughout this project, and certainly in much of 
David Bowie’s oeuvre, is his treatment of those that find themselves outside of the 
mainstream narrative of society. In working with queer theory, an important first step 
of the process of analyzing social structures, as well as literary works, is the 
identification of binary oppositions, and the patterns that form these structures, and to 
explore these in greater depth. That is to find what is not being told in the narrative at 
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hand. This has been done to a large extent in our treatment of David Bowie’s works, and 
in our assessment of the 1960s and 1970s, and the mindset of the young people. We 
have identified that the period was one consisting of enormous social changes, 
particularly when considering the opportunities that young people had, and their 
relationship with the older generation, but also when considering those that existed on 
the fringes of society, namely those we term ‘the queer’. However, in our eagerness to 
seek out these binary oppositions, we have perhaps been guilty of adhering ourselves to 
them too closely. We have only been moderately successful in challenging the existing 
point of view, and it is certainly something that could have been explored much more in 
the project. 
  
                          In our analyses, we have paid particular attention to mentions of those 
who may be considered as being queer. This is apparent on both albums, but 
particularly so on the Ziggy Stardust album. The narrator on this album tries to convey 
to us the fact that we are not yet ready for a world order in which all people are equally 
accepted, and by extension, that we are not ready to embrace the fact that sexuality and 
gender are not as fixed as has previously been understood. What we have not done, 
however, is to consider the fact that to create an umbrella term, such as queer, robs 
smaller segments of the population of a voice, and does not further the conversation 
that could be had about this subject. That this is lacking in our analyses is a product of 
two main factors, namely that we are ourselves a part of the heteronormative narrative, 
and cannot easily differentiate ourselves from this, but also stems from the fact that we 
did a fairly close reading of the lyrics on the two albums. As such, we inserted ourselves 
both in Bowie’s albums, but also in the time of his writing. This creates an interesting 
perspective, yet it also restricts us in our ability to understand the term ‘queer’ in more 
modern terms. 
  
In most of our project we have highlighted the failure of the older generation in 
understanding the need for a new, and more inclusive narrative, especially regarding 
the queer. But it is important to keep in mind, that positive steps were being taken 
towards more civil rights for gay people in the 1960s, and the movement for civil rights 
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for both gay people and women was picking up pace at the time. David Bowie himself 
became an important part of the movement for gay rights, through his embrace of the 
presumably transgender Ziggy Stardust, and other iconic personas. Further, Bowie 
helped give voice to queers, and other people who felt that they could not belong within 
the mainstream of society. And since Bowie’s words resonated with much of the 
population, we have perhaps been too one-sided in our treatment of the old generation. 
  
When considering the generational gap, our treatment has adhered to the 
traditional view of old versus young, and has perhaps not explored this conflict deeply 
enough. It is difficult to include all the factors that help in shaping the identity of people, 
and one often reverts to a more traditional view, searching for causality, where perhaps 
there is little. This is reflected in the fact that we have treated the older generation as 
one group, and the young generation as one coherent group. In this, we have not 
considered the fact that not all young people were rebelling, and that not all members of 
the older generation were set in their ways, and too conservative to understand the 
need for freedom in the young people. Certainly, there are valuable lessons to be drawn 
from this project, but it is equally clear that unexplored areas of study still exist in this 
field. 
 
Though David Bowie changed his performed identity very often and created new 
artistic personas, there is this one feeling he embodied throughout his alter egos; he 
expressed the need for sexual freedom and recreation. The early 1970s were a time of 
sexual exploration, which included sexual promiscuity, anonymity and sex without 
consequences. During that time the persona Ziggy Stardust approached and became a 
role-model for the oppressed minorities, who embodied the search for sexual freedom. 
He occupied a niche that has not been noticed nor been taken at that time by any other 
artist.  
According to SIT theory it is safe to assert that he, whether consciously or not, fit 
the prototype of the queer community in terms of appearance and performance. His 
androgynous look and the misleading information known about his sexual orientation 
contributes to this point. Even though there have been people of the queer community 
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who would have fit the prototype of the corresponding group better, we argue that 
Bowie, as a public person, was able to occupy a leading role within the queer 
community. Therefore, he was able to voice the needs and longings of the queer 
minority.  
 
  
Roskilde University    Group 10    21.05.2015 
Spring semester 2015    No. of characters: 139.082 
63 of 67 
 
Chapter 6 
Conclusion 
Over the course of this project, it has become evident that David Bowie used his 
music as a way to comment on the changes taking place in the society around him. It has 
been shown that vast social changes were in fact taking place, and that young people 
especially became increasingly aware of the desire to create a unique identity for 
themselves, and to differentiate themselves from their parents’ generation. The era was 
also one in which different groups of minorities began to speak out, but it was clear that 
they still faced resistance from the traditional society. In our work, we have investigated 
these changes through David Bowie’s music, and have identified several themes relating 
to the changes taking place in society. In this way, Bowie has been instrumental in 
providing minorities, and particularly the gay community, with a voice they did not 
possess earlier. In his music we find themes of change, the need for society to be more 
accepting of people who do not fit into the heteronormative narrative, the generational 
gap and, especially on the Ziggy Stardust album, a sense of foreboding and urgency, 
suggesting that the need for society to address these issues was dire. In our work, we 
have relied on both queer theory and SIT, and these have been put to use in identifying 
the binary oppositions that largely defined society at the time. This has been the most 
important result of our endeavors. However, these theories, and especially queer 
theory, could have been used to explore the binary oppositions further, and to better 
understand the experiences of both the minorities and the younger generation, not as 
binary oppositions, but as a large network of intertwined relationships. More work 
could have been done within this area of our study, and it is a field of research that 
certainly warrants further studies. 
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Chapter 7 
Perspectives 
One aspect we did not focus on to a large extent is Bowie's appearance. We are 
aware of the fact that the makeup, the clothing, and the body language contribute 
greatly to the overall image of David Bowie in the 70's, especially when it comes to 
applying queer theory. Bowie's extravagant way of styling suggests that he is turning 
away from the established norms of dressing that are expected from a male person. The 
use of nail polish and the elaborate makeup support this argument. “For Bowie clothes 
were a way of projecting self-expression, a powerful tool in communicating 
individuality at its most extreme, glittering and creative. […] Bowie pushed boundaries 
to the highest degree - sporting eye patches, shaving his eyebrows, covering his face 
with vibrant make-up [...]. There wasn't much he didn't try, from one-legged catsuits, 
voluminous tie-dye suits to embroidered dress coats” (Alexander, 2013). He obliterates 
the boundaries between genders in a way that is very innovative in the contemporary 
context. He acts the way he wants to act and not the way society expects him to act, 
which is significant in relation to queer theory. Furthermore, he changed his styling in a 
very dynamic way. With every new role he performs on stage, he also changed his 
appearance and adapts it in some way. He also varies within the roles. However, we felt 
that we needed to narrow the focus to a smaller radius. Though the appearance is 
important, we decided that we had already acquired a lot of results from the range of 
subjects we focused on, such as the analysis of the songs. As the project is not only about 
Bowie as a performer but more about the relation between Bowie and the youth, we set 
our focus more on the lyrical content of his work. Focusing too much on a visual aspect 
also seemed inappropriate to us concerning the subject we are writing within. 
To get a closer relatedness to the youth in the timeframe we are working with, it would 
have been possible to arrange interviews with people who have actually been teenagers 
in the time of the 1960s and 1970s in western society. Furthermore it would have been 
ideal to limit the interviewees to people that actually lived in Britain at this time to 
collect relevant data from the local setting we are focusing on, which limits the number 
of possible interviewees. Interviewing opponents of the queer movement 
(representatives for the heteronormative narrative) might have opened up new 
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perspectives on the events, as our main focus has been on the youth. Our analysis and 
conclusion are based on the historical knowledge from the references we used. Using 
interviews could have helped us understand the circumstances and the spirit of 
rebellion in a more personal way or to put them into a new light. Also, asking about 
opinions on Bowie might have been useful in learning more of the resonance he had 
with his audience. Of course, using the method of interviewing also leads to very 
subjective results. Additionally, it is questionable, if we would have found convenient 
participants. However, as we are talking about the youth in general and not about case 
examples, it seems reasonable to us, that we did not expand our methods to the 
inclusion of interviews.  
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